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PREFACE 


I, 


The object of this course of musical discipline is, to assist the young 
student (whether or not he expects to become a composer) to form and to 
cultivate habits of correct melodic thought. 

It is simply a carefully graded course of exercise in melody-invention,—not 
conception. The agencies which conduce to the transition from the former 
into the latter are touched upon in paragraphs 125 to 129, which may be briefly 
scanned, here, without harm. 

The reasons for urging such a course of technical practice upon students 
of music (general, as well as special students) are two-fold: 

Ist, because the prime object of all theoretical study in music is, or should 
be, melody. A thorough apprehension of the conditions of correct melody, 
and command of its natural laws, pave the way to the full and easy reception 
of all other phases of discipline in music; they are the only natural preparation 
for successful studies in sight-reading, harmony, counterpoint, form, instru- 
mentation and interpretation. 

2nd, because all musical practice, productive or reproductive, in common 
with all other operations of mind and body, is ¢he result of habit, and is there- 
fore qualified exactly according to the quality and energy of the habits which 
have been contracted, by accident or intention, in early life. The effort to con- 
trol the formation of these habits, and guide them as early as possible into 
proper channels, is therefore obviously the most valuable that a wise educa- 
tional purpose can induce. 

Whether there ave laws governing melodic conduct, or not, is a question 
to which an answer will be found in the book itself. 


(iii) 


iv FREFACE. 
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It is to be inferred from the above, that the best results will be gained by 
beginning this course of exercise early in life.. Not, however, as a rule, before 
the twelfth or thirteenth year. 

It may be pursued before Harmony is taken up, or entirely independent 
of the latter. But it will probably prove most efficient as collateral study, 
interlined between the exercises of any standard text-book on Harmony , either 
from the beginning, or in the later course of harmonic study; in regular alter- 
nation with chapters of the latter, or interlined strictly according to subjects. 

The degree of benefit to be derived, is manifestly proportionate to the 
degree of thoroughness with which each lesson is exercised,—precisely as pro- 
ficiency in scales or any other item of pianoforte technique depends upon the 
number of times each movement is thoughtfully repeated. It is a system of 
drill, which must be persisted in until its aim, — the fixing of habits,—is 
achieved. For this reason, the course should cover a full year. 

The musical illustrations have been made unusually copious, because this 
particular phase of musical education is likely to be absorbed by the pupil 
quite as readily through sensuous contact with melodic sounds, as by mental 
induction. Therefore, they are to be studied as faithfully as the text, doth at, 
and away from, the key-board. 


PERCY GOETSCHIUS, Mus. Doc. 


Boston, Mass. 
September, 1899. 


EXERCISES IN MELODY-WRITING. 


DIVISION ONE. 
ESSENITENE TONES: 


CHAPTER I. 
MAJOR. THE SCALE-LINE, REGULAR. 


1. Any series of single tones is a Melody. The quality of the melody 
depends upon the choice and duration of each successive tone. The general 
conditions of good melody are: 


Coherency, throughout each chain of three or four 
successive tones; 


Unity, in the design and effect of the complete 
melodic sentence; and 


Interesting movements, exhibiting sufficient variety 
to banish every trace of monotony. 


2. The choice of successive tones (aside from the question of durations) 
is subject, fundamentally, to two Primary Rules of melodic movement. 


First Primary Rute. 
3. A melody may follow the line of the 
MAJOR SCALE, 


upward or downward, with almost 
unlimited freedom. 


This yields the smooth species of movement called diatonic, conjunct, 


or step-wise progression. 
5 
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4. Step-wise progressions are regular, and consequently invariably per- 
missible, when they confirm the natural or inherent melodic inclination of the 
so-called Active scale-steps (par. 6). 


5. The seven steps of every scale are divided into two classes: 

The 1st, 38rd and 5th scale-steps (those which constitute the Tonic 
Triad, or harmonic core of the key, see par. 18) are Inactive. They occupy 
the centre of harmonic repose, and are therefore inert, not moving except in 
obedience to some outward impulse. 

The others,—the 7th, 6th, 4th and 2nd scale-steps, are Active, because 
they lie outside of this circle of harmonic repose, and are urged by their 
inherent impulse to regain the condition of rest. For illustration: 




















C major. 
a - -G—-7IR-F 72 __on 
| 3 a Cc ay 
ag. ata Ba a 2 Ee 
1 3 5 7 2 4 6 
Inactive Scale-steps. (interior) Active Scale-steps. (exterior) 


6. The direction, and the degree of urgency, of the movement are 
dictated by the location of each Active scale-step, and its proximity to the 
nearest inactive or central scale-step,—as follows: 


(a) The tendency i is most urgent in the 7th scale-step, and its direction 
is upward. 
.. .(b) The tendency is somewhat less urgent in the 6th step, and its direc- 
tion is downward. 
(c) Still less urgent in the 4th step,—tendency also downward. 
(d) The inclination of the 2nd scale-step is evenly balanced between the 
Ist and 3rd steps, from which it is (practically) equally distant. 
For that reason it need not be considered in this connection. 
For illustration: 


Bx, 2. (ee= ee =e ae = = rs Se =| 


5 oi 
exterior aie rior 

















C major. 


7. The progression of an Active scale-step in the proper dineenas is 
called its Resolution. 


General illustrations: 
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9. Moderato. 
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See also, Ex. 5; Ex. 18, No. 3; Ex. 36, No. 12; Ex. 50. 














THE 4-MEASURE PHRASE, 


8. The smallest complete melodic sentence, called the Phrase, gen- 
erally embraces four ordinary measures. 

(a) When regular, it begins with one of the (inactive) tones which con- 
stitute the Tonic Triad. These may be placed upon the first (accented) 
beat of the first measure; or one, perhaps more, beats before the first full 
measure. If the Phrase begins, thus, witl one or more preliminary tones, 
their value is to be subtracted trom the final measure. 

(6) The Phrase closes with the Tonic (i.e-, the key-note); upon an 
accented beat of the fourth measure (upon either accent, if.a compound 
measure); and preceded by either of the three tones which constitute 
the Dominant Triad (see par. 19). This ending is called the Perfect 
Cadence. 
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Thus (in C-major): 
1. Triple rhythm. 











Accented beginning. Unaccented beginning. 
( 
m4 Se 
~~ [beats] 
(either) (either) 


2. Duple rhythm. 


[meas 3] 


tS ze a 


* These chord-names are explained in Chap. III, par. 18, 19. 








9. Besides the step-wise progressions, up or down the line of the 
major scale according to the first Primary Rule, it is everywhere per- 
missible 


(a) To repeat a tone, once or oftener. For example: 






































Moderato. 
-—_ >= — o— 1 ee es es 
px. 6. o-e= Erie . Ze Serieecees | 
: rep. rep. 4 
7 7 
Be 4 4 CAREY. 
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ee cemet ic sem temeene POPs dee see- ee etc. 


See also Ex. 3, Nos. 5 and 6; Ex. 32, No. 3; Ex. 36, Nos. 1, 8,9; Ex. 54. 


(b) To progress upward or downward by the interval of a ¢hird, i. e., 
overleaping one diatonic scale-step. If this skip of a third is made from an 
Inactive tone, it involves no obligation whatever, If made from an Active 
scale-step (namely, from the 7th, 6th or 4th,—as stated in par. 6d, the 2nd 
scale-step is not subject to any of the rules of active steps), the consequences 
depend upon the direction of the leap. No subsequent consideration is 
necessary if the melody makes the leap in the proper direction (from the 
7th scale-step upward, from the 6th or 4th step SO PNAS us is to be 
done in the present lesson). For illustration: 


A, From Inactive tones. 


(a 
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B. From Active tones, in the proper direction. 


ipa eae oe See aed 


(par. 38 b.) 














LESSON 1. 


A number of original melodies (at least one in each key), with sérict 
regard to the following limitations and directions: 


(1) Only in major keys. 

(2) Without modulations,—i. e., each melody in one key throughout. 

(3) As 4-measure Phrases, according to the models of Ex. 4 

(4) In 2/2, 2/4, 3/2, 3/4, 3/8, 4/4, 4/8, 6/8, and 6/4-measure, successively. 

(5) The rhythm strictly uniform, i, e., one tone to each beat, as 2 ? or 
f: according to the chosen measure,— excepting the final cadence-tone 


(see Ex. 4). 

(6) The scale-line, tone-repetitions, and an occasional skip of a third 
are to be employed. Of the latter, only one at a time (perhaps returning, 
as shown in Ex. 6),—not two successive leaps in the same direction. 


(7) No violation of the natural tendency of Active scale-steps is per- 
mitted in this lesson. Each is to move in the proper direction. Examples 
2 and 60. 


Nore.—The work should be, at present, merely the mechanical application of the given 
rules; these rules are to become habits,—formed and established, as habits are, by persistent 
systematic effort. After regular, correct melodic movement has become a habit of thought, the 
tones will soon invest themselves, more or less unconsciously, with feeling and purpose; and all 
exceptional progressions will be likely to rectify or justify themselves. 

At the same time, the student must endeavor to hear each tone as he writes it down, without 
the aid of an instrument, and must not desist until he can thus mentally follow, accurately, every 
melodic movement. Further, each melody, when completed, must be sung, and then tested at 
the key-board,—but not until completed ; the invention must be prosecuted away from any in- 
strument, 
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CHAPTER II. 
THE SCALE-LINE, EXCEPTIONAL. 


10. It is always possible to evade the Resolution, i. e., to counteract 
the natural tendency, of the three Active scale-steps, and force them to pro- 
gress in the opposite direction, by approaching them, along the line of the 
scale, in the corresponding (i. e., opposite) direction. This confirms the 
first Primary Rule, in its fullest sense. For example: 
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3. Allegro. BEETHOVEN, 
4 4 aK 
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! = a eo 
irreg. irreg. reg. 
A, Allegretto. BEETHOVEN. 
4 Cay 4 
tre 4 esis Ser 
fee doo Set SS SS): 
; : ~B- 
irreg. irreg. reg. reg. 
5. Allegro. 6 Mozart. 
4 ee 
ae See ee Se ee — 
Ne iis |_| —. + os eae 
feet 4 oor? | Pg 
irreg. irreg. 


See also Ex. 47, No.1; Ex. 52, No. 2. 


11. If approached in the direction of their Resolution, along the scale, 
however, the. natural inclination is reinforced, and must be fulfilled,—at 
present. Thus: 
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4 7 6 5 6 7 6 
. : = = ee Shere ae 
Ex. 8. == @ ———— —-—— | 
good Be 
7 8 5 4 5 5 4 3 
zl eens 
SS 
6 ==, I ee 6 @ =. e A 
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* Somewhat less objectionable, because the tendency of the 4th scale-step is less urgent 
than that of the other Active tones (par. 6¢). 


In other words, the melody, in pursuing the line of the scale upward, may 
turn back (if desired) at any point excepting the 7th scale-step; in pursuing 
the line of the scale downward, it can turn at any point excepting the 6th 
or 4th step. 

12, As intimated in par. 96, the skip of a third may be made in either 
direction, even from an Active scale-step. An obligation\is involved only 
when the leap of a third is made contrary to the natural ‘tendency of the 
Active tone; in which case the melody must immediately turn back,—either 
by a leap, to the preceding tone, or by step-wise progression. For illus- 
tration: 


ae of 3rd from ee sail sees Aa Ex. 6, di 


=e 
Ex. 9. Ee= ; ae ee ae, Zee a ay [== = -~e | 
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LESSON 2. 


A number of original 4-measure melodies (at least one in each major 
key), according to all the directions of the preceding lesson, excepting (7); 
both the regular and irregular progressions of the Active scale-steps are to 
be employed. The danger of monotony, arising from the uniformity of 
rhythm, must be counteracted by variety of tone-succession; avoid moving 
about in the narrow compass of the same 3 or 4 tones, and, as a rule, avoid 
returning too frequently to the same tone, especially on corresponding beats 
of consecutive measures. 
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CHAPTER III. 
TAK CHORD-LINE. 
Sreconp Primary RvuLeE. 


13. A melody may follow the Vine of any good 
CHORD 


upward or downward, with almost unlim- 
ited freedom. 


This yields the more vigorous species of movement called disjunct, or 
by skip (or leap); and affords the necessary contrast with the step-wise pro- 
gyressions. 


14. The ‘‘Scale-line” may be abandoned for the ‘‘Chord-line,”’ or 
the chord-line for the scale-line, at any point in a melody,—subject to a 
few self-evident restrictions. 


15. The influence of Harmony (i.e., the construction, relation and 
succession of CHORDS) upon melodv-formation is so great and constant, that 
this is probably the most vital of the two Primary Rules. Unless already 
familiar with the elementary conditions of Harmony, the pupil must study 
the following brief exposition so thoroughly, and transfer all illustrations to 
every other key so frequently and perseveringly, as to acquire absolute free- 
dom in recognizing and employing the principal chord-lines correctly. 


16. The tones which constitute a chord are found by adding one higher 
8rd after another, to the fundamental tone which is to be the root, and the 
index of the chord (of its name, quality, and relation to other chords). 
Thus, for the ‘‘chord of C”’: 


Ex. 10. oes —= | 
Se rd——_= =z 
sca Tats 


chord-root, soe OheEA: third, chord-fifth. c-e-g. 




















These letters, c-e-g, constitute the chord of c; and they may appear as 
representatives of that chord-line in any order. Thus: 


Ex, 11. ——= one == eae eee 

















c-e-g oy) e-c- g__ ete., etc. 
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possible, but extreme. 


S| Sa 


FUNDAMENTAL HARMONIC PRINCIPLES. 

















17. Each key comprises three classes or families of chords, called 
respectively the 
Tonic class; 
Dominant class; and 
Second-Dominant or Sub-Dominant class. 


18. The Tonto crass consists of two chords, one erected upon the first 
scale-step, or Tonic note, and called the Tonic Triad or ‘‘ The One” (marked 
I); and one of subordinate rank erected upon the sixth scale-step, and called 
‘* The Six” (marked V1); the latter is much less common than the I. These 
Tonic chords are limited to three Tones,—hence their title ‘‘ Triad.” Thus, 
in C-major: 


Tonic Triad, or I. 
O Major. 




















a eee 
mans) Sa a 
xe: re ao a : ee 
4 oz o—__—_—_———————_0 
e “Ga 
3tones, GC - © - g. 


Subordinate Tonic Triad, or VI. 


z 2. {| 
F 7/__ on we OR- ae 
LP—OR. - 


— ~~ -o- 
a 

















3tones, @ - C - ©; Somewhat rare. 


19. (a) The Dommanr, cuss consists of a cluster of chords erected 
upon the fifth scale-step, or Dominant. These chords may embrace as many 
as five tones, the lowermost of which (the root) is often omitted. They are 
erected and named as follows in C-major: 


Dominant Triad, or V (‘ The Five”’). 
O Major. 








Ex. 13. ‘6 a oP = —in any order. 





3 tones, g - b - d 


Dominant 7th-chord, V7 (‘‘ Five-Seven’’). 


SE 
Co . SS SS ee 
= —in any order. : | 


4 tones, g - b - d - f (the latter a chord-seventh). 
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Dominant 9th-chord, V9 (‘‘ Five-Nine”’). 


————— 


5 tones, g - b - d - f - a (the latter a chord-ninth). 














Dominant 7th, Incomplete, 9 V7. 


—__———— 


Without Root, 0o-b-d-f. 


aad 
SS = 


eg 
Without Root, o- b-d-f-a. 

















Dominant 9th, Incomplete, 9 V’. 




















(b) To the Dominant class belongs also a Triad of subordinate rank, 
erected upon the third scale-step (the III); it is so rare and unimportant 
that it may be ignored altogether in connection with melody-invention,— 
i. e., it is not a ‘‘ good” chord (par. 18). 


20. The Srconp-Domrant or SuB-Dominant class consists of a cluster 
of chords erected upon the second scale-step, in precisely the same manner 
as those on the Dominant,—containing five tones, with frequent omissions of 
the root. Thus, in C-major: 


Second-Dominant Triad, IT. 
O Major. 


Ex. 14. [ a in any ————— 
ee a ee eee ee 


3 tones, d - fi - a. 











Second-Dominant 7th-chord, II’. 


























Tones, o - f - a - c, called IV, for convenience. 


Sub-dominant 7th chord (properly, the 9119, with omitted Root). 


Tones, 0 - f- a-c - e, called IV’. 
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Summary (C-major): 
































1. Tonic class. 2. Dominant class. Rare. 
ee “+B 
a a 2, eo oe eZ 
Ex. 15. = B | gg 4—_ 343 ZB | 
Bz a 
ar VI Vv v7 ov’ v9 oV? III 
3. Second- Dominant class. Very rare. Rare. 
G soaay = Ss) 
? 3 A 
a a a a || 
Eo | 
TY 3% Z Z Z 
eh II? IV Il? Iv7 


N. B.—This table must be reproduced in every major key, daily for a time, at the 
key-board, and in writing. 


21. The few primary rules which govern the succession, or move- 
ments, of these chord-classes are as follows: 


(a) The chords of the Tonic class may progress into (i. e., may be fol- 
lowed by) any other chord of the same key. 
(6) The chords of the Dominant class can only progress easily into those 
of the Tonic class, preferably into the I, more rarely into the VI, The pro- 
_ gression of a Dominant chord into one of ‘the Second-Dominant class is 
uncommon, and need not be considered in melody-invention. 
(c) The chords of the Second-Dominant class pass most readily into those 
of the Dominant class; but they may also be followed by those of the Tonic, 


22. N.B.—These rules of chord-succession are so fully confirmed by the 
rules of inherent melodic tendency (explained in paragraphs 4-6), that careful 
observance of the latter facilitates, largely, the correct application of the former, 


23. Nevertheless, it is necessary to be fully conscious of the quality 
and name of the chord-lines represented by skips in the melody, and to con- 
trol their movements accordingly, ~ 


RULES FOR SINGLE SKIPS, 


i 24, Each single skip must obviously represent, at pres-nt, soine good 
chord. For example (C-major) : 











no chord III (par. 19 db) 
2 - rE @ 
. 10.6 @ @ @ | -6 o 
Bx. 16 === ae Saeed 
: F202 22? 292°. ...92? 222 My 


VI, not as good as IV or II. 
(par. 18) . 





















en ye ; ? “all good Bapeieters eicis elstate leleie in eteis(areiaia! stale staleinie reins =B 
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6 oe 


Beis Walon sicacneein are side ob ee araieremlareicie ote atone 22? gaeue, 











25. With this single limitation, a leap may be made from any tone, 
Active oz Inactive, upward or downward. The rule of inherent melodic 
tendencies, or Resolutions (par. 6) is, consequently, not binding upon the 
Active scale-steps during skips that constitute good chord-lines, While it 
is always smoother and more natural to conduct these scale-steps in the proper 


direction, they may leap along a good chord-line, without objection, in the ——~ 


opposite direction,—even irrespective of the manner in which they are 
approached (par. 11). Thus: 


A, Step 7, regular. 











Irregular (but good). (Ex. 29) 
ear a oa zi aie se ae el 
a ret =H 
V V 2? 


B. Step 6, regular. 


= 


Iv VI (par. eS 



































mn (but good). 


oa 
eS pees se tage 
ioe = See 


all good 























C. ee regular. 


i a 


II or Rita IV 




















Irregular (but good). 


—— ee 


IV or V9 II or V7 

















(Ex. 8) (Ex. 29) 


2 
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26. The leap of a Third (called a ‘‘narrow” skip), as has been seen,, is 
always permissible. Any larger leaps than this (called ‘“‘wide” skips) are 
subject to the following general condition: ; 

After a wide skip (i. e., any distance beyond a third) the melody is very 
likely to turn, and progress, by scale or chord-line, in the opposite direction. 
Thus: 


ux, 18, Ks == are: te fA eet 


etc. 




















—the following : —— 





—All better, as —| 
—a rule, than — 


=== 


























etc. 
3. Allegretto. ‘MENDELSSOHN. 
ee ee Se SS Se ee io i 
SS eee 
—& t ey oI —— Z 7 : 
ete. 


See also, Ex. 32, No.1; Ex. 36, Nos. 4, 14, 18, 19, 20; Ex. 52, No.5; Ex. 60, No.2; Ex. 64, No. 33. 
Ex, 45, Nos. 1, 2; Ex. 100, No. 3; Ex. 101, No. 5; Ex. 117, Nos. 11, 12. 


27. (a) If the melody, however, violates this rule, by continuing in 
the same direction after a wide skip along the line of the scale, it should, as a. 
rule, pass on only one step, and then turn. In other words, while it is. 
always more natural to turn back immediately after a wide leap, it is usually 
sufficiently correct to do so at the second following tone. Thus: 





— 


Ex. 19. SS Sore doe = fee 
nee SS enna nl ee 


*2) *3) 




















*1) From d down to either of these tones. *2) From / to either of these. *3) Toeither. , 


(b) At the same time, if the scale-tone that follows the skip in the same: 
direction chances to be one of the Active tones, it is more than likely to 
assert its natural tendency and resolve properly,—in which case the rule of 
‘‘turning, after a wide leap” will be evaded altogether. Thus: 




















7 
6 
rx I SSN = oF 
N. B. — |——— es .— —] 
@ -o- 
Ex. 20. ee (sister wg Oe = i —s. 
?? good 
See ae ice * . Ex, 21-2. * 


* These two progressions are doubtful in any case, for they involve a violation of both the 
rule of par. 6a, and that of par. 26 


18 EXERCISES IN MELODY-WRITING. 


eo, 28. (a) The rule of par. 26 gives emphasis to the still more binding 
and important rule, that 


It is possible to skip to any Active tone in the direction opposite to the 
tendency of the latter, namely: from any tone (though seldom beyond an 
octave) downward to the 7th scale-step ; from any tone upward to the 6th or 4th 
scale-step,— because their natural Resolution provides for the change of 
direction after the leap. Thus: 
































of. 2. g 3. 4 
i, S We 7 ’ - Fee | ig 
——— 4 aw, Po 
Ex, a1. af a E | Org 
— —————— en) 
from either from either from either 


See also par. 36; and Ex. 52, No. 5. 


(b) It must not be inferred, however, that this is necessary. It is of 
course also possible, though far less regular, to leap upon an Active tone in 
the other direction (i. e., upward to the 7h scale-step, and downward to the 
6th or 4th step), though only along some perfectly good chord-line, as 
already seen (par. 24). 


29. (a) If the Active tones are approached by a wide leap irregularly 
(in the direction corresponding to their Resolution: up to the 7th, down to 
the 6th or 4th steps), it will either afford an additional opportunity of 
obtaining the irregular progressions given in par. 10 (Ex. 7), in keeping with 
the rule of par. 26 (‘‘turning, after a wide skip’’); thus: 














ee Oe : hoa 
- Sea Ae si | — Doubtful, because of the 
Ex. 22. Sam Sar eo” — a | =e 6-—g— ©xtreme urgency of the 
\ a=? = A 7th scale-step; par. 6a. 
e 


(5) Or, better, it will be found expedient to take advantage of the 
license of par. 27 a,—i. e., to turn back at the second following tone. Thus: 
to either 


6 4 ‘ 
ee ae 
a or —— z =r 
Ex. 238. ‘G t= 5. Pe. =, + ve 7 Zz B —-— 5 08 | 


All better than those of Ex. 22. 























i 30. The leap of an octave is allowed from any tone, upward or down- 
ward (according to the low or high pitch of the tone from which the leap is 
to be made). This is simply a wider version of par. 9a. For illustration: 


par. 27 a. 











to either 
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LESSON 3. 


A large number of original 4-measure Melodies, in all major keys, and 
in all the species of measure prescribed in Lesson 1. The rhythm uniform. 
The scale-line and skips of a 3rd to be used as before; and, besides these, 
single wide skips (i. e., each wide skip followed by the scale-line, or by a 
narrow leap) may occur, according to the above rules. Sing, and play, each 
melody when completed. 


CHAPTER TV, 
THE CHORD-LINE, CONTINUED. 


31. Review par. 13, and Ex. 11. If the melody is to continue, after a 
wide skip, with another skip in the same direction (contrary to the general 
principle of par. 26), it may pass into any tone which harmonizes with the tones 
of the preceding skip,—and so on, as far as the skips extend in the same 
direction. This rule represents simply the application of the second Pri- 
mary Rule (par. 13) in a broader sense. For example: 




















neo as era eae ae = a= 
ep 












































one major, I. Wie oN 
A. 5. 6. 7. (par. 6 a). 
; oe” | ae rea = 2 g—or—@- {= ae 
=e as = See 
e se 22? 6 a 
IV Il 
9. (par. 6 a) 10. 11. 
= 
Tine aed 
ae See 
oe 28 20 ee 
TEL good Vv oes 
(par. 19 b) 
And the same in the 
ae 2 =a = => a3 opposite direction of 
3 Ss each figure. 


$2.:If the last tone of the faulty groups (faulty, because the last tone 
does not harmonize with the preceding tones) be desired, it may always be 
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reached by turning,—i. e., it may be taken in a higher, or lower, octave- 
register. Thus: 


faa 
== a 


na good 




















25-11. 25-12, 25-13, 25-14. 
=a ae pe | 4 eo H te. 
[e — @ = | = raz 8 ee i @ —_ ie 


38. This important rule appears to have some bearing upon a single 
skip which follows after the scale-line im the same direction; it is always best 
to skip thus onward to some tone which bears obvious affinity to the ruling 
harmonic impression of the preceding scale-tones. What this ruling im- | 
pression is, depends chiefly upon the location of the accent. For illus- 
tration: 




















i Ex, 15-3. 
-B_ 


A 
Ex. 27. a <— = a better: SS | 
in Py piaey fine wi wie 
































Ex. 16, meas. 4 
: 4 
@__|_@ G, 
Gee See te = pe 
‘ei eee 2G = a Z| = 4 oa’ 
good i? : eoad 


34. The repetition of a tone (par. 9a) arrests, to a certain extent, the 
operation of the rules of the skip (par. 26 and 31). Thus: 





























oe better 
ea ee ——— 
= —4 
Ex, 28. ‘eo aa oe ee S 
best 
es ———— = OR —. 4 R —————. = 
Lo =e +- i —_— = i 
oe se oe 
Ex. 18. Ex. 19. 
Ex. ae: better go best 














od 
eae a =e ara — =: a= a om cael 


35. The most objectionable progression is, probably, that of the aug- 
mented fourth,—formed in major by the leap from the 4th scale-step up to 





+ 


- 
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the 7th step, and vice versa, from the 7th scale-step down to the 4th step. 


Thus: 
fae 
Ex. 29. Sa 6 O— 
ere 


This progression is checked, in each case, both by par. 6 (the inherent ten- 
dency of the first tone), and by par. 280 (the irregular leap to an Active 
tone). It is, however, possible to justify it as derivation from the line of 
the Incomplete Dominant-7th chord (Ex. 13), if it is an entirely obvious 
image of the chord-line. Thus: 


Ex. 30. a 


better best 


[6 SE 


V7 complete Comp. Exs. v & 21. 











ee ee 














oe 














a 36, The skip of a seventh is only advisable when it occurs either in 
keeping with par. 28a; or as derivative of the Domiuant-7th chord-line. 


Thus: 

2 
ar ° o es 3 

Pte yee 


ee but hazardous. 


22 22? 
Ss f= fee ee 
Iv7 


iG 






































to either 
Allegro. RUBINETEIN. 


_+ a 
= 
GaP Vz II’? 


837. A succession of skips describing the line of some chord (as in 
Ex. 11), should, as a general rule, cvincide in extent with the fundamental 
rhythmic groups, i. e., embracing in duple measure 2, 4 or 8 beats, in triple 
measure 3, 6, 9 or 12 beats, In this way the chord-images will confirm, and 
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even serve to indicate, the rhythmic design. In other words, the chord-line 
extends, usually, only to the end of a rhythmic group (through a half 
measure or whole measure) and is then exchanged, at the following accent, 
either for a new chord-line, or for the scale-line. It must be understood 
that this, however, is only a general rule, subject to many obvious modifica- 
tions. For illustration: 



































1. Allegro. SCHUBERT. 
$ 2 A ae A a 
$9" 9 a (ees eS Se 
Ex. 32. 4a es os (oe coe oe) See : gue 
er ease em a — 
A. ernie Wiles. Lee eete ccc teinr Ne es 5 aT: 
1/, meas. 1/2 meas. 1/,; meas. 1/. meas, 
° lUegrett 
ee ae SCHUBERT. 
ree —— Le a= 9 —| 6. * [a= 
. bt i 9 —+6-|-+—#-@ ——-. = e\c# e995 
Sa = 26 ita oak. faeaaleed = 
ii ——§ ©—| 
G. Neer stents scale “Vi-e2 Le cence MLLSe eee vi 
1/; meas, 1/, meas, '/, meas. 1/. meas. 
3. Allegro. SCHUBERT. 
EE 








E os SS ee eo 
See o 0 ee a fezee fF 
V it 


Crm — fF MOaBULOS weiss ees setae tee vena scisiefelaublers\ei (sane icisiesercacts 
1/. meas. 1/. meas. 


A. Allegro. VERDI. 
é B= 5 Sa ee 
ce pe SSS all 
> 


G. Each chord-line 1/, measure. 














5. Allegretto. 











pe 
Change of chord-line at each accent, 























‘fe eS see ee 
5 eo eee eee | 


See also, Ex. 36, No. 10; Ex. 52, No. 6; Ex. 61, No. 2, 


38. All melodic formations of four consecutive tones, to which the 
above rules of the skip do not appear to extend, must be controlled by the 
regulations of chord-succession; for there are many places in a melody where 
the influence which Harmony exerts over melody is peculiarly manifest: 
(par, 15), especially when the location of the accented tones is considered. 
Among these formations may be classed: 
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(a) Certain successions of skips in opposite directions, For example: 






































et 21 b.) better 
: ed 202 
Ex. 38. [ied = A Ste S| 
eieniae Sl ees a DV ieratets Witiacon Vib vos 
BODU ree iak eye eme eS ee Sea tay oats good 
a A A is cae is 
@ S = 
= 
a ee 
Vite css. Meare Witte wemcne ter Wize EViore: VES. Tease 


(6) The interception of the Resolution of Active scale-steps (par. 7) by 
interposing an wnaccented tone between the Active tone and its resolving 
tone. Here, the location of the tones in the measure is of dominating 
importance, as no, other than unaccented tones can safely be inserted. If 
two tones are interposed, the Resolution may be evaded altogther. For 
example: 


Ate ANE SO0Ge eee saree oeinacn eee winiseiels ange Sowinte eice Selina bem See he sete ciemeee 


































































































7 7 7 7 
eT) 8 hk 8 8 
a a ay eS Se as = 
bx Fs gate tr eee el 
V V 
Nee iB Vinseue Wicereiscirsts I Mine aro I 
ee missible a 
A ah -4 
SE Tl 
sir ef zeta =Seteie : 
Was otS iors it ou S/o ee 
B. good better Possible: s2ccije se. cee sc 
4 5 6 5 i = i 
ee =o Zl + 7 q o 
eE oe == oe a zs a 5g oe | 
foe ee 
ES OG a rats ne arses ateigial = sia siel-inin sere eens mc]aia at Rare aA cainster nit Nee 
Fs pine, 3 o a = 3 A 
aoe es ayaa St ee 
fei=d —3eeNG 2 SBE oaeaed =| oe = | 
a , FUSE Bot See scrse starrer 
? good 20) good possible. 
A A ae A 4 : an 4 3 
= 4 e ease : zi f 
[GE ere oz o— | 5 a: Si 3 4 =e 
eo SL ha Oh dau seatats eo Nilesat I i Vv = Ts i 
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‘ —% HALEVY. BEETHOVEN, 
F a pS =s -o a? o. =e? ——~s 
i — @ set Spires aa =i 
BEETHOVEN. te ES: 
Saeed 
a Soe NS pee = 
(Ex. 36, No. 3) ere ke (Ex. 36, No. a 
BRAHMS. 
5 8 
9 eee ee : se ere “ef eas 


(c) Successive wide leaps which represent the alternate presentation of 
the tones of two different (contiguous) melody-lines. Thus: 


1. Any Tempo. we 


| 
Z| May be =4] 
are re Se 
presented 
E correctly by: —@=— 


an 


















































5. = Bacu 
1 | —_ Sa 
ap Se ———— 
e=— 5 ee ee 


6G. Moderato. 


3 a Pn 
FD a zee See See ee = ete 
rns . ———_s oe 


See also, Ex. 52, No. 6; Ex. 62, No.6; Ex. 95, No. 5; Ex. 117, Nos. 7, 8. 

















39. N.B.—Pupils who are not yet sufficiently familiar with the chords and the 
rules of chord-succession, are likely to find these minuter distinctions confusing. If So, 
they may omit this last paragraph,—or any other troublesome paragraphs,—for a time, 
with perfect safety. Such confusion can only arise from the use of the irregular and 
exceptional phases of melodic treatment. If the student will avoid these, and limit him- 
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self for awhile to the strict observance of the fundamental rules, and the regular modes 
of melodic conduct, he can encounter no difficulty or embarrassment: namely, the two 
Primary Rules, paragraphs 3 and 13,— 
Movement along the Scale-line or Chord-line; 
and, besides these, paragraph 4,— 
Proper Resolution of the Active Scale-steps; 
paragraph 10,— 
Overcoming natural tendevcy, by approaching the tone, along the scale, in cor 
responding direction; 
paragraph 24,— 
Kach single skip representing some good Chord-line; 
paragraph 26,— 
Changing the direction, after a wide leap; 
paragraph 28 a,— . 
Approaching an Active tone in the direction opposite to that of its Resolution; 
and paragraph 31,— 
Successive leaps in same direction representing a good collective chord-effect. 
These few rules practically suffice for primary melodic conduct, and, once firmly 
established in the mind of the pupil, as Aabits of melodic thought, all exceptional and 


irregular forms of melodic succession will be found to follow as a matter of course, and 
regulate themselves, sooner or later. 


Additional miscellaneous illustrations of all the foregoing chapters; the 
figures in parenthesis refer to paragraphs: 



























































1. Andante. SCHUBERT. 
(par. 13) (9a) (eye (3) (6a) 
ae $s) ee 
2 ——_ a-> — omnes _| __ 
1 bs -o=—=2 = — ee i++ | 
Ex, 36. 6 A = 7|* - E — @ a @g a = = agit ae a a 
Chord-line Rep.....--.---- Chi sreeeiae near Rep. Chi. Scale. 
2. Moderato. aR 
RAHMS. 
eA 4 (13) ie. (6b) os : 7 2. em ee = 
gecesi ee je pety leet ey 
(ee ee ay 
Chord: 22... eine Son Chordsso-se bie. ase nace: cpesbunimanciasurcie cea Scale ove 
3. Allegretto. 
(13) (6c) 
eee eS fo as 
ee ee eo ee 
CHOTA a ecjanaosGviaieae swiocclosscesimes ie hajnial a a cajaibiecs ete aereslotatelee Se Chord: ee. 
(37) (37) (37} (38 b) BEETHOVEN. 
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Sc.Ch. Sc.Ch. Rep. Ch. 
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A. Allegretto. BEETHOVEN. 
(9a) (36) (6c) 
























































Allegro. BEETHOVEN. 
(13) 


SS =SS 











S. Andante. 
(9a) (9a) 


Ge = 4 == 


(The eae analysis is left to the student). 





























9. Allegro. BEETHOVEN. 
Bat ee ee 
—= ey 

tt (9a) (6b) 
10. Larghetto. BEETHOVEN. 

















er eee ae = ae 
ADEs E ane Be DE 


SoS SSeS ee 








——_—__—__———_—_g—_—— Sai e 
(32) Se Gn Cia 
(87) 
11. Vivace. BacH. 
Sma AL 











Tene fae eee os - 


(10) team 
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12. Moderato. oe 
(28a) (26) (28a aoe 
ee = et Bees 
(6a) (6b) (27 b) 
13. Andante. (25) (= VERDI. 
‘ __| ee 
a Tiare ene sf ag aes amen ea 
Sal peamaea| eee ele 
Lae a | 
oF aw 
(37) (37) (29 a) 
be Lento. BRAHMS. 
Fei a =e fe e EES o—y ae = 5 2 
(10) 
t Lento. CHOPIN. 
tr (20) 
padi a ee =F pa pS i= =s eS 


(10) 


16. Maestoso. 


SSS = Se 






















































































(10) 
ees 
———— sii aoe 
SS eS ae 
ee : ——— Se | 
17. Andante. Rossini. 
== a a ee i 
ao” _R—@ |» as ao fre =| 
ed = | 
( 
8. Allegro. BEETHOVEN. 
ee names 
p= Ss Sea. 
19. Allegro. HaAypn. 
(30) (B8¢rs eee <n =. ao aenasiobelos tater ae ) 
Se a el 
oe = = a -4@ 





_ (6) (26) (26) 
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20. Allegro. 
ao ££ ° . 4 
& js zz e ° ° 
— | SS 
et = = ---—"——~@ 
e= — 


° 
— 











(Ex. 106) (13 and (26) 


BEETIOVEN. 
bs e 


es pe | 


See also, Ex. 96, Nos. 1, 2: —and examine ‘‘ToNE-RELATIONS”’ (G. Schirmer, N. Y., 1900), Les- 
son 10, all; Lesson 13, all; Lesson 22, Nos. 2, 3 and 5. 














LESSON 4. 


A large number of 4-measure melodies, in all major keys, and in all the 
species of Measure prescribed in Lesson 1. The rhythm uniform. The 
scale-line and chord-lines to be employed, in the most comprehensive man- 
ner, according to the given directions. Recollect, and apply freely, par, 9a 
and par. 30. Review the note to Lesson 1; and par. 39, thoroughly. 

Sing, and play, each melody when completed. 





Such melodies of these first 4 Lessons as have been corrected and ap- 
proved by the teacher, may be harmonized, by those students whose knowl- 
edge of Harmony enables them to perform the task successfully. 


CHAPTER V. 


MINOR, 

40. The true minor mode, that is, the harmonic form, corresponds to 
the major scale of the same key-note, excepting that the 6th and 3d scale- 
steps are lowered a chromatic half-step. Thus: 

C-major. a. -a- 
(eS 
Ex. a7. a 3 —5—_ ——| 
gen o-—be——2 2 


C-minor, harmonic form. 

















The same in both directions. 


: a Sl 














Signature, 3 flats, 
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All melodic and harmonic movements in minor are regulated upon the 
basis of this, the harmonic, form of the scale. Before proceeding farther, 
the student must familiarize himself absolutely with this derivation. Every 
minor scale must be written out, according to Ex. 37, and played repeatedly. 
And the table of Ex. 15 is also to be written out in every minor mode (with 
lowered 3rd and 6th steps). 


41. All the Scale-conditions and Chord-conditions of the major mode, 
explained in the preceding four chapters, are therefore similarly valid for 
minor,—with a few self-evident limitations, as follows: 


42. The most noteworthy limitation for minor melodies, is an excep- 
tion to par, 10, as far as the 6th and 7th scale-steps are concerned. These 
should not appear in immediate succession, as a very general rule. Ex. 7, 
measures 1 and 2, are therefore only valid in O-major,—not in C-minor 
(Ex. 7, measure 3, however, is not involved in this restriction). Thus: 


peoone eee, 


Ex. 38. EG = = = cl 


C-minor. The flat is inserted before a for greater clearness. 

















This also affects a portion of Ex. 17, Ex. 20, Ex. 22, and a portion of 
Ex, 28,—n0 others, 


43. This succession is nevertheless possible, though very rare, as obvious 
derivation from the chord-line of the Diminished-7th chord (i, e., the Domi- 
nant-9th chord, in the minor mode, incomplete,—Ex. 15, chord no. 7, with 


ap). Thus: 




















WOherdlinss aaa! —— Better Be 28a): te 
Ex. 39 rau is zie et bs = Da a 2 e E =I 
iste = E E po E ie co 
C-minor. 9V9....-- ON ae eeee eat aaa Er 


44., Further,—an additional augmented fourth occurs in minor, formed 
by leaping from the 6th scale-step up to the 2nd step; and vice versa, from 
the 2nd step down to the 6th step. Thus: 


2 
@ I The flat before a is, 
Ex. 40. [er SF te | a be | of course, superfluous. 
EON none, 
C-minor. 




















This progression, like that of Ex. 29, is checked either by the irregu- 
larity of carrying the 6th scale-step upward (par, 60), or of leaping down 
upon. it, in the direction of its Resolution (par. 282). 

And, like the former, and like the irregularity of Ex. 38, it is Ae 
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to justify it as obvious derivation from a chord-line,—either from that of the 
Diminished-7th chord (,V° in minor), or from the II. Thus: 


! Chord-li d-line. hee better: 


Ex. 41. ppamea te =< = bs Se 


C-minor. of { either sie (oleate alaip oiret elec iete 

















45. Further,—the well-nigh intolerable interval of the augmented fifth 
occurs, in minor, in leaping from the 3rd scale-step up to the 7th step, and 
vice versa. Thus: 


a == eal 


anno e909no 
C-minor. (III ?) 











This error is checked by several rules,—par. 24, par. 28, par. 6a. 


The leap from step 3 down to step 7, on the contrary, is perfectly good 
(par. 28a). But the leap from step 7 up to step 3 had better be avoided 
(for the present), as it represents a very improbable chord. For illus- 
tration: 


Ex. 12 GP —* = we = 2 =| 


good 
C-minor. iene 

















N. B.—Every musical illustration given in Chapters I to IV is to be reviewed and 
tested in the corresponding minor key (explained in Ex. 37). 


Additional general illustrations: 


1. Allegro. MENDELSSOHN. 














7 1 Ca nee (Ex. 31). 
E-minor. 
2. Adagio. RUBINSTEIN. 
: (Ee yeaa é 
par. 13—j "xs. 40, 41. 
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3. Adagio. SCHUMANN. A. Eee BEETHOVEN, 
p23 
Sea 

C-minor. ae a C-minor. Ex. 39. 
5. Lento. SCHUBERT. 
— —————_—_—__—_ 
(par. 87 ) ng as 
-s = ne oo 
he —-9—**—@ iz fe o —— = 
fe ree ee ie 
o SS ae ep) “oe 
C- oe ———7 R39 ee ey 


See also, Ex. 55, No.3; Ex. 63, No.8; Ex. 65, No.1; Ex. 129, Nos. 5, 6:—and ‘‘ TONE-RELATIONS,” 
Lesson 11, all; 16, No. 7; 18, No. 7; 21, No. 4; 22, No. 4. 


LESSON 5. 


A large number of 4-measure melodies, in all the mrvor keys, and all 
the species of Measure prescribed in Lesson 1, Rhythm uniform. All 
details precisely as in Lesson 4. Avoid monotony. 


CHAPTER VI. 
DIVERSITY OF RHYTHM. REGULAR. 


46. The rhythmic effect of a melody may be heightened by employing 
tones of different time-values (instead of uniform beats, as in the preceding 
chapters). 

(a) The disposition of these values is Regular, 

When the comparatively longer (i. e., heavier) tones occupy 
the accented beats, or accented beat-fractions; and, vice versa, 
when the comparatively shorter (i. e., lighter) tones occupy 
unaccented beats, or beat-fractions. Thus: 








2 A A A 
Hess, 4 <4. é sealed es 
regular rhythm 
A 


Wee ry 14). oo 
ee ied: a 


B| 


etc. 
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Avene iy IK A ae A 
Sd Ol ee ee 
A See A 
J. Y) eee 
oa 
ame Ns LN A A eae eases 
ol hs ol se 











(b) Uniform divisions of an entire measure (i. e., uniform beats, or 
beat-fractions) are always regular, also, because they do not contradict the 
above conditions. Thus: 


ms Tera [E es ee cals lel egy 


etc. 





47. It is generally advisable to avoid using extreme time-values in the 
same Phrase-melody. For instance, in 2/4 or 4/4 measure, notes (as sum 
of two beats) and ,‘- notes (as simple division) may both occur;—occasionally 
also a dotted half-note, or a 16th-note; but the whole note would be rare, and 
82nd-notes almost out of the question. In other words, the beats indicated 
in the signature should constitute the fundamental or average time-value; 
this may be augmented by one or two (rarely three) additions, or diminished 
by one or two divisions. 

The melodies given in Exs. 3, 7, 32 (excepting Nos. 1 and 5), 34 and 36 (excepting Nos. 10, 


11) are all constructed in regular rhythm. They are to be carefully reviewed, from this stand- 
point. ; See also, ‘‘ TONE-RELATIONS,”’ Lesson 18, Nos. 1, 4, 5, 8; 22, Nos. 1, 2, 6; 30, Nos. 1, 4. 


48. Rhythmic diversity is derived from uniform rhythm by the fol- 
lowing methods: 


(a) By employing the dot; 


ooo) ty £)15 len eee 


(6) By any other process of lengthening one or more of the original 
tones; * 


qe 


= 
4 


bd=d A333) 12 eee 
SMa hp de tp cher tee 


Further, diversity is procured— 


(c) By placing /ess or more tones in a measure than the number of its. 
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fundamental beats; for instance, in 3/4 measure, less or more than three 
tones. The first gives addition, the other gives division, of beats. Thus: 


mre ote ae" | dd dee 


uniform | 2 tones 1 tone 4 tone; 

came — 
Se eee es (Os eee ae ae ae ta 
4 tones 5 tones 


more rarely a eS or ’ is ——— ete. 


5 tones 7 tones 


The “triplet” will be regarded, at present, as 6/8 or 9/8 Measure. 


49. Rests represent, commonly, the suppression of a portion of one of 
the original tones;—generally an wnaccented fraction, in which case the Rest 
follows the tone; sometimes, however, an accented fraction, in which case the 
Rest precedes the tone which it represents, and as the equivalent of which it 
is to be treated. For illustration (the slurs indicate which tones the rests 
are borrowed from): 

1. Allegro. 
sas 


Eb tp = Spares Sek Sate Sy 
= tt Fee eee EE ee 


=e = 







































































3. Be eee 
4 ee BEETHOVEN. 
oe ene |_ 
(era = = Se = zetia SS eee eat 
gr : 2 —— a 
ees 
A. Largo. BEETHOVEN. 
L Se 
feta be 7 =e ae —e a= I 
Cae et Te ee — 
D-major. 


See also, Ex. 56, No. 2; Ex. 59, No. 3; Ex 87, No.2; Ex. 95, No.4; Ex. 102, No.3; Es, 106, 
No. 5; Ex. 117, No. 9. 


The employment of rests (which must be very sparing, at present) is 
subject to no other rule than that they must never be permitted to sever 
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the continuity of the Melody; if used under conditions that preserve or 
restore the coherency, or perhaps even emphasize the structural unity of 
the sentence, they are certain to be permissible and effective. 


LESSON 6. 


A, Take a number of the melodies invented in preceding lessons, in 
uriform rhythm, and diversify the rhythm in reguwar forms according to 
par. 48a and 6b (without altering the number of tones in the original form). 


B. Invent a large number of new melodies with diversified rhythm, 
regular, as shown in par, 48a, bandc. <A very few rests may be inserted. 

Employ every species of Measure prescribed in Lesson 1; and write 
alternately in the major and minor mode. 

Be careful to make all shorter tones essential (see par. 100). 


LESSON 7. 


A number of four-measure melodies in 9/8, 9/4 and 12/8 Measure. 
Rhythm diversified, regular forms; different major and minor keys, al- 
ternately. 


Such melodies of these two lessons as have been corrected and approved 
by the teacher, may be harmonized, by pupils in Harmony. 


CHAPTER VII. 
THE PERIOD-FORM. 


50. The ‘‘Period” generally embraces 8 measures; that is, two phrases, 
of 4 measures each. The first of these is called the Antecedent, the second 
one the Consequent Phrase. 


51. (a) The Antecedent Phrase begins exactly like any single Phrase, 
according to par. 8a. But it ends, not with the Perfect cadence (85), but 
with a so-called Semicadence,—upon an accented beat of the 4th measure, 
with either one of the three tones which compose the Dominant Triad. 

(0). The Consequent Phrase follows, usually beginning on the same beat 
with which the Antecedent began, and ending, like any single Phrase, with 
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the Perfect cadence,—upon an accented beat of the final (8th) measure, with 
the Tonic note. Thus (in C-major): 























(Accented or unace. beg.) Semicadence. Perf. Cadence. 
543 = | Soles i 
Ex. 8k oR Py | 3) =fe 4, | 5 6 Ez =| Zo H 
aos a 4 
- a ot Oo, 
iL V V I 


52. In the first few examples invented, the Consequent Phrase must 
correspond to the melody of the Antevedent, excepting the last 3 or 4 tones; 
these always differ, because of the diversity of cadence. The formation of 
such Period-melodies is called ‘‘ parallel construction.” For illustration: 


1. Antecedent ae 


2. . a 
= °—~ Si S 
af Gh slope eles 


A-minor. a 























Consequent Phrase. SCHUMANN. 


pe oS 


Like meas. a Like meas. 2. Like meas. 3. 














2. Antecedent Phrase. 


pet: 2 me, 3. 
$e te —, — 
pees Baer aeeerrSeee eaapes 















































A-major. (Ex. 22). 
i Phrase. BEETHOVEN. 
ee: 6. we | s 
(ap eg aaa 
SeSae 2 : CI es 
a ea E a : 
a 
Like meas. 1. ae Mv I 


Like meas. 2. 


See also, Ex. 52, No.1; Ex. 53, No. 2. 


53. In each succeeding example, the extent of this similarity between 
the Phrases is to be diminished gradually,—more and more tones in measure 
‘7, then 6, and then 5, are to differ from those of measure 3, then 2, and then 
1; until, finally, the entire Consequent Phrase is independent of its Ante- 
cedent. This ultimate formation is called the Period of ‘‘ contrasting con- 
struction.” Thus: 


Antecedent. 


» 6 SSS 


G-major. 
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Consequent. FOoLK-SOnNG. 


=H 








2 


$$ je | 
gs |e 2 Sa es @ es 
c= Be 


See also, Ex. 54; Ex 55, No. 2; Ex. 129, No. 1. 











| 


< wut 
ra el 


The appropriateness of a brief Rest at the cadences is demonstrated in 
both of these examples (49 and 50); see par. 49. 


LESSON 8. 


A large number of 8-measure melodies, in Period-form, according to 
par. 51; at first, several in parallel construction (par. 52), and then gradu- 
ally more and more contrasting (par. 53). 

Rhythm diversified (but regular); all the species of Measure prescribed 
in Lesson 1; different major and minor keys, alternately. An occasional rest. 
may be inserted, chiefly at (after) the semicadence, 

Review the note to Lesson 1; and par. 389. Avoid monotony. Sing, and 
then play, each melody, when completed. 


After correction, some of these Period-melodies may be harmonized. 
Where the construction is parallel, the harmonization of the Consequent may- 
differ from that of the (melodically similar) Antecedent. 


CHAPTER: Vill 
IRREGULAR RHYTHM. 


54. Review par. 46a, thoroughly. 


The disposition of various time-values is Irregular, when the conditions: 
of Regular rhythm are violated, namely, 


When the heavier (comparatively longer) tones in a measure oc- 
cupy comparatively light beats or beat-fractions of that measure. 
and, vice versa, when the lighter tones (brief, subdivisions of beats) 
occupy comparatively heavier pulses in the group. 


For illustration (the regulur forms, Ex. 45, are here repeated, for com- 
parison): 


ix. 61. (a) 2 | im [a ; 


(c) 


(4) 


ALO 


AID 


010 
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regular. ... ACPO CULAT cap brecaintaraters ats estaete sn aaes ee wae ae ornare 


) = = J — ee 
@ -— Gg @ ar o @ d 
regulars -an2~ iss irregular........ resulatsccc cee foseee 


A 
o@ooe7ed@ @ 
PTETO OM Laem ase aa s'e:nsleisioe ict siaicelale bis eis arsietatartnl= Shae seer ee oe cine tae 


dee seer inaeadeail'2 J bireien | 


regular ITRESUIAT 8. sae aioe sae ab is cinewtatnisevee regular. .....2. 


NBG) A) 5.0 |G 


slightly irregular.......... ALTO CUAL elects eat ceisin < se eee 





























etc., as in 7 4 21) Jey 
ge Se ee ee aiee ee meee ae eee aa ee eee aaa s shearers Sout irreg. .... 


eae Lvs eae 


12 REY 3 siatesa/ dininwe bin siavecinnlatcosta eee sates Meaeeiri anne 


Lae a| 


PS UAT et atae tera sie sien aotasidienls aisisiteise sles else's ote irregular 2-0. -.<te= 


Ta dds od) TIT | 











In other words: if the tone upon the first beat (or any other accent) is 
longer than, or at least as long as, any other tone in the same group (measure), 
the rhythmic disposition is Regular, —otherwise Irregular. 
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55. The degree of irregularity depends, of course, upon the degree of 
discrepancy between the length of the tone and the comparative dynamic 
quality, or length, of the beat or beat-fraction upon which the tone is mis- 
placed. Tor instance, upon a pulse entitled to an 8th-note only, it is more 
irregular to locate a /|-note, than a J-note. In Ex. 51c, measure 5 is more 
irregular than measure 6, or measures 3 and 4, 


56. (7) Trregular rhythmic figures are never objectionable, excepting 
when isolated,—and not always positively wrong, even then, though usually 
soe In other words, 


An irregular rhythmic figure may always be justified by recurring ;— 
either immediately, in the next following group or measure; or in 
some, not unreasonably remote, corresponding measure; 


namely: measures 1 .and 3, or. 2 and. 4, of the four-measure Phrase; and 
measures 1 and 5, 2 and 6, 3 and 7, or 4 and 8 of the eight-measure Period. 
For example: 
1. Moderato. 
els 


z 2. 
Ex. 52.F i SSS: == =e ee e == $= SS 




























































































l_irreg. | rectified, in fol- 
Damnior: lowing measure. 
z ' : ScHUMANN. 
1 . a a . s 
=—— , a= =e C Eb fo » @ c = 
Riga acareet BES Ee 2 ee faa [eeemaleeael 
recurrence in Be ag measures. (par. 120 a) 
¢ 4 2. Allegretto. MENDELSSOEN. 
& 9 >?) 
Bea ; ee Pee eee 
ic aoe == = : E Ee Fe eas —e 
eae —— = 5 
Gemajoral=irrec.— — 4) ereetified iby recurrence, ———— Vv ote: 
; ; ee 
3. Lento. 2x -o-° 2. 
pO gs = e t= 
5; ee Seema eo = 
ii ed oa Fates ea oo ere a 
gor etc. 
Luinrreg.: eh ee ' recurrence in corre- 
B-minor. sponding measures. 
A. Allegro ee WAGNER. 
—o eo 8. 
2. —®_»____# | _@ __@ —— ——?—§e 
wi ® pe —— ee Sais meeee ee Oe 
[ei S22 oo eee a eee 
SC el LET COQUPI CN CC, sae 
C-major. 


5. Allegro. awe 
(Hixs) 2120)5 gare) ep: 
es =_ ain 2 


eee 
Se a | ee 


C-major. crrer 
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WAGNER. 


= SSS al 


recurrence, corre- 
sponding measure. 














6. Allegretto. 


(par. 37) BEETHOVEN. 
oe = 5 
e————— el 
——— 4. 
Io oa etc. 




















F. aes Me 


7. Andante. HANDEL. 


age =| 


Lo one! ee EPOCUrY a 














8S. Vigoroso. SCHUMANN. 
° 


(=e ee 


CeeerTes. 4 

















TOCULTON CCS. ee eee, 

















9. Allegro. es ea ae 
=e ff : e 13-1 

Ee 3—e ae wt tele a ee eae 

So <r ; t o—|-2 EF 


ie SoS (recurrence, ee as eS 


See also, Ex. 36, No. 10; Ex. 54, meas. 6,7; Ex. 58, No.5; Ex. 62, Nos. 1 and 2; Ex. 80, No. 2; 
Ex. 100, Nos. 2, 7; Ex. 117, No. 11; Ex. 129, No. 13. 


Examine “ TONE-RELATIONS,” Lesson 13, No. 4; 16, No. 2; 32, Nos. 3 and 4; 35, No. 3.4 


(b) Illustrations of a very common rhythmic irregularity in triple 
measure, which appears to demand no justification (dae f fe ) are found 
in Ex. 32, No. 5 (end); Ex. 55, No. 2 (end); Ex. 56, No. 2 (end); ete, 


LESSON 9. 


A large number of 4-measure and 8-measure melodies, with Irregular 
rhythmic measures, according to the above rules,—particularly par. 56. It 
will be well to limit this exercise to occasional rhythmic irregularities, 
introduced in Phrases or Periods of an otherwise regular and simple design. 
Extreme irregularities (par. 55) should be avoided. 

Use the varieties of Measure prescribed in Lesson 1; different major 
and minor keys, alternately. 

At first, experiment with former melodies, modifying their rhythm 
without altering the tones. Then invent new ones, with immediate ref- 


erence to Irregular rhythm. 
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CHAPTER IX. 
EXCEPTIONAL SEMICADENCES. 


57. The Semicadence, in the center of the Period-form, may be made, 
somewhat exceptionally, upon some other than the tones of the Dominant Triad 
(prescribed in par. 51 a). 

Any scale-step of the prevailing key may be chosen, thus to end the 
Antecedent Phrase; but it is well to avoid the key-note itself, as this is 
needed for the final (perfect) cadence, For example: 











G-major. 


« AULD LANG SYNE.” 


F-major. 



































«Homer, SWEET Home.” 


= —_ 
a Pers aie 
SS dl 














$d 


In Ex. 52, No. 5, the cadence of the first Phrase is made upon the Tonic; this is very excep- 
tional, but, of course, possible. 


58. Further, the semicadence-tone may occasionally be shifted to the 
second beat of the group, especially in triple measure (3/4, 3/8, 6/8), instead 
of falling upon an accent (first beat of the group) as prescribed. In this 
case it should, as a rule, be preceded (on the accent) by the next higher, or 
next lower, scale-step, as obvious grace-note. Thus: 


G-major. 
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FOLK-SONG, 
4 (par. 56 b). 
= ° eae SS 
Bie Oe Pore e -——4 se | See) orem 
(Ex. 21-1). 


See also, Ex. 36, No. 14; Ex. 57, No. 2; Ex. 58, No. 1. 


LESSON 10. 


A number of 8-measure melodies in Period-form, with the exceptional 
forms of semicadence explained above. 


CHAPTER X. 
SYNTAX OF MELODY, 


59. The succession of tones in a Phrase or Period-melody, may be 
determined by a broader consideration than the application of given rules 
to each single unit of the melodic succession; namely,—by the principle of 
symmetrical recurrence, applied to an entire group of consecutive tones. 


The recurrence, or reproduction of the group, may assume the form— 
(1) Of an exact Reprririon; or 
(2) Of a SeQuENcE, 
60. The “ Repetition” is a literal recurrence, upon the self-same scale- 
steps. Thus: 


1. Moderato. FOLK-Sona. 


m CS =A 


a 3A] 






































F. Te oee j ers 
eH Allegretto. - 
on 
= + rae 
@ =e 
oa ie rep. { eee! 
- Braums, 























= =a 


meee teh eae Oj (par. 56) 
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3. Allegretto. BraAums. 
= oc 
; o—f = as 0 
Ppt ae o @. + E ys 
Fer Os oe a oe 4 
c eer group rep art (isolated rhyth. irreg.). 








G1. The ‘‘Sequence”’ is a reproduction of the group of tones upon 
other scale-steps, a certain interval-distance above or below the original tones. 
Thus: 















































1. Moderato. panic 
é te ae E | 
oJ 
px. 86 [@Me=e ge =F pa eel 
D. group pee 
3 steps nen 
44 . Allegretto. BRAHMS. 
a ae 
Far: 2 aad 





E. sequence 


i (par. 56 b) 
1 step higher. 


ae \ 


62. The initial group or figure, to be reproduced in either of these 
ways, may be of almost any length; but it is frequently exactly one measure, 
and, in any case, it is almost certain to correspond to the fundamental rhythmic 
groups, i. e., to include 2, 4 or 8 beats in duple Measure, and 3, 6, 9 or 12 beats 
in triple Measure,—similar to the conditions of par. 37 (which review), and 
for the same reasons. Further, the group may begin upon any beat of 
the measure. For illustration: 













































































1. (par. 56 a) FOLK-SonG., 
el + — —— 
Ex. 57 5 se @ - |e 
AE @ @ v o —— 
F, Leroup , Sequence | 
1 step lower 
pale 2 — 
eee a 
F, Latour = a = 
Mozart, 
re aa + 
eg ee eed 
sequence, 1 step lower. 


At Ex, 55, No. 1, and Ex. 56, No. 1, the initial signe is one measure long, beginning with 
the last (the uacesnted) beat. At Ex 57, No. 1, it is very brief,—one short measure, beginning 
with the accent. At Ex. 60, No. 1, it covers two measures, beginning with the second beat At: 


Ex. 57, No. 2, it is very long,—four measures, or an entire Phrase. At Ex. 55, No. 3 8, it begins 
upon the 6th beat of the 9/8 measure. r 


Illustrations of the rare recurrence of a group of less or more beats than the fundamental 
rhythmic group contains, are given in Ex. 62. 
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63. The recurrences, by Repetition or Sequence, may take place at any 
point in the Phrase or Period; though they are most common at the begin- 
ning,—and, in any case, must represent corresponding rhythmic pulses (beats 
or measures), as indicated in the last clause of par. 56. 


In Ex. 49, measure 3 is a sequence of measure 2 (three steps lower); and measures 5, 6 and 
7 are the repetition of measures 1, 2 and 3, that constitute the “parallel construction” of the 
whole Period. In Ex. 50, measure 2 is a sequence of measure 1, and measure 7 a sequence of 
measure 6. In Ex. 53, No. 1, measure 6 is a repetition of measure 2. 


64. Besides the obvious structural merit of such unified formations, 
there is another important and peculiar advantage involved, namely: 


The recurrence of a group of tones, by repetition or sequence, 
serves to rectify, or at least to justify, almost any irregularities 
of melodic succession which may occur, 

(1) At the point of contact of the symmetrical groups, or, 

(2) During the sequential recurrence of any perfectly faultless 
initial group. 

This rule is analogous to that of par. 56, in reference to the amelioration 
of irregularities of rhythm,—by symmetrical recurrence. For illustration: 










































































fae Andante. (Ex. 43-2). GRIEG. 
Ex. 58. SSS 2 — patie a = ts —-? Ss | 
See 
=e — fae 
G@-minor. 
2. Any tempo. (Ex. 31) (Ex. 16) 
ES SS ee = Se 
7 
Cc. Retoup ee ey 
(Ex. 8) 
3. N.B. 
ee ae == aS 
at —-- —_— a =F (Sas 
Cc. , sroup | 8e4- St seq. 
A. Lento. (Ex. 29) (par. 6c) (par. 6a) L. STARK. 
N. B. N. B. 
etc. 
CHOPIN. 














Fire a 
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65. The manifest importance of brief rests, at the end of the symmet- 
rical groups, to emphasize the effect of their recurrence, and exhibit the 
syntax of the Phrases, is demonstrated in Ex. 47, Nos. 1, 3, 4; Ex. 56, No. 2; 
Ex. 59, No. 8; Ex. 60, No. 3. 


Review par. 49, and see also, Ex. 49, No. 1; Ex. 50; Ex. 52, No. 4; Ex. 56, No. 2; Ex. 59, Nos. 3, 
4; Ex. 60, No 3; Ex. 64, No. 3; Ex. 95, No. 3; Ex. 100, No. 1. 


LESSON 11. 


A large number of 4 and 8-measure melodies, with symmetrical repeti- 
tions and sequences of tone-groups, as explained above. 


CHAPTER XI. 
MELODIC SYNTAX, CONTINUED. 
REPETITION AND SEQUENCE, MODIFIED. 


66, The recurrences of tone-groups, both as repetition and as sequence, 
need not be thus exact, as shown in the preceding chapter, but may be 
modified, or varied, slightly (not to such an extent as to render their recog- 
nition difficult or uncertain), as follows: 


(a) By adding one or more intermediate tones;—possibly, also, by 
omitting particles of the initial group ; 

(b) By altering one or another of the original intervals of melodic 
succession,—wideniug a step-wise progression to a narrow leap, or a nar- 
row leap to a wider one, and vice versa. In this way the lines of the initial 
group are somewhat expanded or contracted, but, as a rule, without chang- 
ing the original direction at any point. Thus: 


CHOPIN. 


Se ee Ze ag S| es ed 
Ex, 59, [er SSS El 


| Sroup mod, rep. iy at mod. rep. 
¥F-major. 


(par. 66 a) ar. 660 
1. Andante. N.B. ® N. B. : 











2. Moderato. 


N.B. FOouLK-Sone. 
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3. Allegretto. = B. FOoLk-Sone, 
{aS Se 
+: = —— = 
G. , group (expanded) ee ete. 
[Soe 
mod. seq. ; mod. seq. 
7 eee 
A. SI 
= ee ee nae 
eae bod 
rong!) aca ea seq. 
a 
5. pp "Es B. CHOPIN. 
. a 
[ee a Ss SSESI 
“ce minor. L2touP , mod. rep. 
N.B, BACH. 
6. Lento. 
Kes —— | 
eG ee sea ay at =e s= 
tt oe -0-9-6-6 md “3. 6 -4-|-0 
group 7 at Ex. 40 
Gi in ot ae od. sed. | e 





See also, Ex. 52, No. 3, measure 1 and 3; Ex. 52, No. 5, measures 1 and 5; Ex. 56, No. 1, com- 
pare last 4 tones with first 4. 


67. Further, the repetition or sequence may be partial; that is, con- 
sisting in the recurrence of only a portion of the original group. For 
illustration: 























1. <a 
a -— ! (par. 66 b) 
4 - 
@_* @ 4 4 — 
@ = = : aes 
Ex. 60. eS 2 pe a = et Cay 
group, complete Seq. compl. 





BRAwMs. 
NeSeepOliions OL initial \QTOUD sae ee \ 


—= fa eee 















































ete. 
ee aa Fe Pk 5 PS oie | obits, 
b. 
2. age N.B BEETHOVEN. 
a Se ea ee 
4 SS _—_|—_ g —_—_ - —__—_— 1 ps 
i aa f FS = eS ae 2 ——]| 
oe 
F. , group (a J re a Eb ania eee kee etc. 


partial sequences 
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3. Adagio. Peet a el 


—————— se ee 
————= ae ga — SS = | Z Soe SS. 7 | 









































C-minor. eroapad seq., exact. , 
BEETHOVEN. 
a ee ee ead 
p52 So o = et oe . e 
SS fee 2 = a 
a ac em —a 
(Su Re Ge eS 
seq., contracted at end. tices 
[i el lta ah ere ee es 
partial rep. 


ees De 


6S. Further, more rarely, the repetition or sequence may appear in a 
different rhythmic form. This very effective mode of recurrence is com- 
paratively harmless (uot jeopardizing the recognizability of the original 
group) :— 

(1) If the swm of beats remains the same; or 

(2) If the sum is exactly divided, or doubled, so that the prosodic ar- 
rangement (of accented and unaccented tones) is not altered, Thus: 




















2. oe BEETHOVEN. 
Ds 3S tempo. 
— 
es @_ 
px. 61. fs —o— se pe [Ee = a=, =e te 
nal 
F. psroup | mod. ined. seq. | fo ditto 


c. 6 pene 3 bes Lot 









































3. Lento. (Ex. 58, No. 4.) eee a L, STARK. 
|_—___——. ENS : = 
Segoe == aha eae 
¢-.-3—s F 
a-o-|- bese 
. , group Seq. exact seq. modified seq. mod. | 
A. Allegro. (Ex. 52, No. Ose e, WAGNER. 
= E 
 gpoup, repetition, 


S| 1 beat 3 beats | 


69. Further, still more rarely, the recurrence by repetition or sequence 
may appear in a different rhythmic location, i. e., on other beats of the 
measure. This shifting of the measure, and consequent alteration of the 
original prosodic effect, is a very misleading device, and belongs, properly, 
only to the higher ranges of composition; for a time, yet, it should be 
avoided by the student, unless he can succeed in obviating total confusion 
of measure, 

It may result:— 


(1) From such partial recurrences as were shown in Ex. 60, No. 1; or 
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(2) From adopting a group which contains, originally, less or more beats 
than the number contained in a fundamental rhythmic group. 


It is least objectionable when the irregular recurrence appears several 
times in succession,—until the original rhythmic location is regained. For 
illustration: 














1. eee SCHUMANN. 
Ex. 62. Eos = =z = “5-9 — = — x- ls P=) 
ar a = 3s 
euny of ae Fe 
2 beats in Ces seq. 


as triple meas. 


























2. Allegro. BEETHOVEN. 
a a —————— ee a SS ae lp 
aS ea 
as ss a 
ee, 
G. eS nsciea. ae | (par. 73). 


2 beats | 



















































































3. Allegro. BEETHOVEN. 
= fat ia 
[eee Se jee a eee fl 
oe = i 
ame ee) ea 
A. — HAynpn. 
—S—_ 9 a 
Ie eres 3 sees Seco ee 
fan SSS ee = oo eae Asete === 
group. Ra SS 6 
D. | 8th- -notes fence J | ren § ae 
&. Moderato. (par. 64) RUBINSTEIN. 
~~ y N.B. 
fs —- “<2 = a sot 4 eee 
Sa 
e group, SS: stele eS ee Oe i <a 
ef 2 rbeata | Seq. mod. | Seq. exact oe mod. “(oe 
6. Allegro. CHOPIN. 
rae ae yer 
an: 35). —- |: o a _ 5 
ee 
——______ + 
| 2 beats | | | 


sequences, exact. 


70. Finally, the recurrence may le modified by being turned bodily in 
the contrary direction (i, e., upside down). This is an excellent device and 
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should be freely exercised. In this case, particularly, the recurrence should 
appear in corresponding rhythmic location (not shifted, as seen in Ex. 62, 
but according to the rule of par. 63); and, as a rule, should not be subjected 
to any further confusing modification that may obscure the syntactic pur- 
pose. Thus: 

























































































1. eee BEETHOVEN. 
gee ee eg 
SS eS eee 
contrary ee ete. 
eae fies es ee ee eS 
2. Largo. or: BRAHMS. 
incall 3. Any tempo. 
a = 
i == S33 aS 
—=*—__@—_ aay -6- arg? —— 
eroup oy cont. ae (ree group 
== = ee rae orirEe 
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cont. dir. 1 rene [eFOUp cont. dir. |_ maditiod 
|__mod. | 
A. (Ex. 52, No. 2). N.B. MENDELSSOHN. 
a ° = 
SS ee 
— si 
group \ \ contr. dir. 
pais Maestoso. WAGNER 
Sees eaetsyise ia lsee ee 
EG es 4 i= = S go +-6-|-0-— 0 Ct 92 8.|2 
Se es ee eee 
[ten CER eae | cont direction 
TS Say RP a Ae A eee 
6. Vivace. 
2 my 
ee a ; 
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"7. Molto moderato. 


7 om a a 
SS eh 
(Ga el 














partly 





tl] ta 
a group cont. direction (7 group one dinoation 
eee eee ease Le eee a 
(par. 81) 
S. Allegro. 
(par. 36) _—_(par. 27a) (28a) (26) ee) (28 a) 
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B-minor. 


=a 


group cont. dir. 
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(26) (Ex. 43) BRAHMS.. 


a fe = j= =a Sl 


mod. recurrence 

















See also, Ex. 7, No. 4, first three tones, measures 1 and 3. 


LESSON 12. 


A large number of 4 and 8-measure melodies, with recurrences of tone- 
groups, by repetition or sequence, modified in the manners illustrated. 
Each device is to be exercised successively, in the order given above. 
Major and minor alternately; various species of Measure, from 2/4 to 12/8. 
No changes of key, 

After correction, a few of these melodies may be harmonized. 


CHAPTER XII. 


MELODIC SYNTAX, CONTINUED. 


THE PERIOD, RESUMED. 


71. The recurrence by Sequence may be utilized on a broad scale, as a 
guide for the movements of the Consequent Phrase of a Period-form. In this 
case again, as in par. 52, the construction is ‘‘ parallel,” the only difference 
being, that ‘‘sequence”’ is substituted for “‘ repetition,” in the conduct of 
the second Phrase. 

The sequential formation need not be exact; it is far more likely to be 
merely an approximate guide for the Consequent Phrase, And it need not, 
generally will not, extend through the entire Consequent, but through a 
portion only. Thus: 


1. Antecedent 


Bx. 64, eb a 


PebeIOBD Re aie fen di 5. 








Consequent Fo.k-Sone. 


NB. 


(a — =a 


Sequence, entire, slightly mod. 








Faerie: 
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2. Antecedent peices of key; par. 81) 
== = —— 5 = = 
Fert f == == = es EE 5) Ao 
+ = 62 | OS io 

peice ea 
C-minor ee 

= ————— 

Consequent MENDELSSONN. 














Sequence, partial 
(Ee 


3, Antecedent 


Git SSS res 


group 











Consequent 
q Mozart. 


a == === = a7 == || 


| Sequence, slightly mod. 














See also, Ex. 57, No. 2; ‘‘TonE-RELATIONS,”’ Lesson 48,—3. 


N.B.—In Nos. 1 and 2 of the above example, the cadence-tones are not defined 
according to the rules of Chapters VII and IX; but the pupil can easily (and must, yet 
awhile) adjust his own exercises to those rules. 


72. Analogously, the device of recurrence in Contrary direction (par, 70) 
may be applied on the same broad scale, to the construction of the Conse- 
quent Phrase;—possibly throughout the latter, though much more probably 
during a portion, only, of its length; and, almost certainly, with some free- 
dom in regard to the modifications explained in par. 66. 

Such melodies are known as Periods of ‘‘ opposite construction”; com- 
pare pars. 52 and 53. For example: 


Consequent 





2 Antecedent 


Vv 
group ee , Recurrence in contrary direction. | 


"7. minor. 


2. Allegretto. 
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: MENDELSSOHN. 
= 5 Nets a Ou Saitama SEES me fs 

[G = E = = gee | ee a : leg een 
cay ¥ = 


Recurrence, largely in contr direction 





| 


See also, ‘‘ TONE-RELATIONS,” Lesson 18, No. 7; 22, No. 3; 27, No. 1; 48, No. 6. 


LESSON 13. 


A large number of 8-measure melodies in Period-form, applying the 
devices of sequence, and of contrary direction, for such a portion of the 
Consequent Phrase as will not interfere with the given rules of the ca- 
dences. 

The extent of coincidence (either as sequence, or in the opposite direc- 
tion) is to be shortened, gradually, in the later exercises, similar to the 
manner dictated in par. 53,—until no more than brief figures (3 or 4 tones) 
of the Consequent are derived from the corresponding measures of the 
Antecedent;—not necessarily the beginning; the derivation may occur at 
any point. 

Major and minor alternately. 

All species of Measure, up to 9/8 or 9/4. 

No changes of key. ; 

Review, carefully, the directions given in Lesson 8, and apply them, 
where suitable. 


CHAPTER XIII. 


ALTERED SCALE-STEPS; MAJOR. 


73. The Scale-line may be modified by the chromatic Inflection 
of certain steps; or by the Substitution of such chromatically inflected 
‘steps for the corresponding original ones. 


N. B.—A chromatic progression is the inflection of a letter, by means of an Acci- 
‘dentaL 


The chromatic inflections are to be effectuated strictly in accordance 
with what are known as the ‘“‘ Altered Scale-steps.” 
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These are as follows, in the major mode (arranged in the order of their 
frequency and excellence): 


Original Scale-steps: 
Ex. 66. ee 3 Se ——— =f 
a @ 


C- Walon throughout. 




















Altered Steps (4- indicates raised, — indicates lowered): 


Less common: rare: 
== = 


























6th Step, 4th Step, 2d Step, 5th Step, 1st Step, 6th Step, 
lowered. raised. raised. raised. raised. raised. 
(marked 6—) (marked 4 +-) (2 4-) (5 4-) (1 4-) (6 +-) 


74. Summary: Every Scale-step in major may be chromatically raised, 
i. e., inflected upward,—excepting the 3rd and 7th Steps (those which are 
followed, in ascending, by the half-steps). Only the 6th Scale-step, how- 
ever, may be lowered, i. e., inflected downward. 


75. Every altered Step in major may appear, 


(a) Hither as direct chromatic inflection of the original Step, that is, 
preceded by the latter; thus: 


Ex. 67. [Go 


(6) Or, as substitution for the original Step. In this case, the altered 
Step may be approached from the neighboring Step,—best from that one 
which lies nearest the altered tone; and, as a rule, so as to avoid the interval 
of an augmented 2nd. Thus: 


Less common : rare: 


eee ; cee . E =a ze-|| I See Ex. 72. 


C-major, re 


Syee 


























A. 
b= 4+ 4+ 
Ex. - 2 — eas 


C-major, throughout. 











B. rare: 


Augm. 2nds (comp. Ex 38). 

















(c) Or the altered tone may be approached with a leap, exactly accord- 
ing to the rule of par. 28a; i. e,, with a skip from any not unreasonably 
distant tone downward to a raised Scale-step (because of its upward resolu- 
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tion,—par. 76a); or from any tone upward to the lowered 6th Step (because 
of its downward resolution). Thus: 


(all good) Se 72) 









































2+ ewe 
eS = : ees =a 
Ex. 69. (= ——— Faden eee [> Se | 
Sedo cea Fae @ - 7 Saag ea 
C-major, throughout. 
es ae (all good). ; 
oS ze = | ae 
ee am es Je mm @ || 
So ty 


(d) Very rarely, the raised tones may be approached with the opposite 
leap, namely, from below,—in the direction corresponding to their reso- 
lution. For example: 














OS ——2 all ? ? ras ae 
eae prea [ee ee ee aes 
os 06 ts = E | = = E =I] 
C-major. 


(e) On the contrary, the lowered 6th Step (being a more natural inflec- 
tion than any other of the altered tones) may easily be approached with an 
irregular skip, from above,—only, however, along some obvious chord-line 
in the ee key. Thus: 














good (Ex. 42) (Ex. 40) 
b = oa 
Ex. 71. SS =e ee a ee E rs [—pe {| 
IV or 2? 
guise v9 


76. (a) The regular (to a certain extent obligatory) progression, or 
Resolution (par. 7), of the altered Scale-steps is as follows: 


The lowered Step descends,—generally step-wise. 
The raised Steps all ascend,—generally step-wise, i. e., to the neat higher 
Scale-step, Thus: 


ee 4+ 


es a 6+ | 
> ae pile see cee Sealy 
SEE aera ee] 


(b) Exceptions: The lowered 6th Step, for the reason given in par. 75, 
may leap upward or downward, along any obvious chord-line. This is also 
possible with the best raised Steps (namely, the raised 4th and 2nd), but 
rare, and hazardous, because of the difficulty of confirming an obvious 











Qilia 





px Ges 
C-major, throughout. 
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chord-line, without cancelling the prevailing key; see par. 77, For illus- 
tration: 









































_(all good) (no chord) 
——» a oe 
Ex. 73. c= or:—pe om but:—pe aa Otani) aerate = 
22 id ene 
Coie sucuchoar 
(Ex. 40) rs rarely: Improbable chord-lines, in C. 
2-- 
= oe 
ie =| ZilagilGeF =I 
a= ee Ga a ae ge 
TI? Lene 


(c) Further, the raised 4th and 2nd Steps are, rarely, pressed chromat- 
ically downward to the original tones,—exactly according to the principle of 
par. 10, which review. Thus: 


Ex. 74, <= =a == Sa = =| 


(not gb) (not eee 
C-major. 





77. The inflected tones are not to be considered as changes of the key, 
nor allowed to cancel the prevailing scale, They are controlled in their 
movements by the impression of the given key (or scale), which is to re- 
main the same throughout each Phrase or Period-melody,—for the present. 

For general illustration: 


1. ane BiERTHOVEN. 


es eee ee j 


Ex. 75. qe = pe 














a major. 
2. Allegro. BEETHOVEN. 
[ee - SS, = =. rae =| 
era SS ear 
Ab major. (Ex. 68, B) 
3. Allegro. SCHUMANN. 












E-major. 


A. Allegretto. 


ea ae 


A-major, throughout. 
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: a 5. Andante. a SCHUBERT. 
ee c= z= =F ERs See aay ll 
fer == Zee a 
ee -major, thioughout. 
6G. Moderato. as SCHUBERT, 
e , 
eo = c °__@ = 
- Z + 
fee @ F 92 FE fe 
D major, throughout. 
4G. Largo. W AGNER. 























2+ 
Rous : = ie pepe fo oes ead 
E em fal c P—4 ree 
(ix. 74) eee a ike 
Ab-major, throughout 


See also, Ex. 62, No. 2 (cf); and glance at par. &8. 


LESSON 14. 


A number of 4and 8-measure melodies, in Major, with occasional in- 
flected Steps. The alterations must not be so brief as to appear to be 


” 


“‘erace-notes”’ only, but must be obviously essential tones; as a rule, not 
less than a full beat in length, occasionally longer. No changes of key are 
to take place (par. 77). 

The first few exercises are to contain the best altered tones, and the 
regular modes of treatment; then experiments may be made with the more 


exceptional forms. Review par. 9a; par. 30; par. 39. 


CHAPTER XIV. 
ALTERED SCALE-STEPS; MINOR. 


78. The inflections of the harmonic minor scale are as follows (in the 
order of comparative importance): 


Original Scale-steps. Altered aa ed e 


a et A 
Ex. 76. << ae : ae eS =e ie = =! 


4th Step, Tih Sten, 6th Step, 2nd Step, 
Yaised. lowered. raised. | lowered. 














C-minor, throughout. 
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These can not be as conveniently summarized as the altered Steps of 
major; they must be independently memorized. 


79. The rules for their treatment are nearly, though not precisely, 
similar to those governing the altered Steps of major. 


(a) The raised 4th Step (which appears alike in major and minor) is the 
only one that may occur both as chromatic inflection of, and as substitution 
for, the original Step; i. e., it may be introduced chromatically (par. 75a), 
or from the nearest neighboring Step (par. 756), or with a skip from any 
higher tone (par. 75c). Thus: 


rare: 
= ss (Ex. 68 B) 











as (—e— = he it ee ees = et She lt 
C-minor, Pee augm. naa 


(b) The other altered tones, in minor, should not be introduced chro- 
matically, but may appear only as substitutions for the corresponding Steps; 
best approached, as usual, from the nearest neighboring Step. The intro- 
duction with a leap is more rare,—excepting in the case of the raised 6th 
Step, which may be approached from any higher tone (par. 75c); and the 
lowered 2nd Step, to which a skip may be made jrom either side, along the 
dine of an obvious chord. Thus: 








Ex. 78. ep ae = 5 er - = oe == 5 = 


¢ (only thus)’ (all good) 
C-minor, throughout. 








Only as changes of a (Chap. sues 


[eee — =e a <7 2 z = bs aan ze = faa! 











80. As in major (par. 76a), the raised Steps are resolved upward, the 
lowered Steps downward,—generally to the adjacent Step, A few excep- 
tions are possible, as seen in the following: 


Ex, 79. Een Sa 


iy i 


Seat | S| 









































C-minor, throughout. cents ae 
Exceptional. fb 
ee — Ss 5 Dee oie 
aie ___* yeaa ae bene 
fer = = es = eel 
Fr 


(par. 76 c) (pan ean. BSUN cere oeme cenit eme eae ) een good 
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For general illustration: 



































1. Allegro. BEETHOVEN, 
Se es ae Hl 
Ex. 0G Sa ee vaste f= FE 
E-minor. 
2. Allegro. BEETHOVEN. 
t= 6-+- 
SS ae Se pe ees 
a == i= oa Sea = ees HI 
ss === 
F-minor. 


MENDELSSOHN. 
@ ad 
4 


MENDELSSOHN. 


























A. Allegro. 




































































-i9— 4+ 4+ 
@--— o fa eo ° 
(222s Gees f ——— ate ea 
G-minor. 
5. Allegro. MENDELSSOEBN. 
2 Sy, aa hy at =e oS 
- 4 4 sy = 
6 -bal O.— ermcee— ig + @—¥g—|—_ 
fee s = ee 
Geminore oNaBeceiecinescheceeselsciten sins * 
6. Adagio. 5 RUBINSTEIN. 
b = 
Pe eee om __S- 2 Ze o Peay os Basten Seas ss 
‘_———— am a =n ge 
| See 
Frei eee eee ie ome ee ha (or ae. nue of Key )E- MiNOTec seayriaseemes 


* This b-flat is a non-essential embellishing tone. 


See also, Ex. 64, No. 2 (BP in 2nd measure, F% in 7th measure). 


LESSON 158. 


A number of 4 and 8-measure melodies, in Minor, with occasional in- 
flected Steps. Review par. 39; par. 77; and all the directions given in 
Lesson 14. 
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CHAPTER XV. 
MODULATION, OR CHANGES OF KEY. 


81. A melody may be conducted away from the line of its own scale, 
into that of some other key. This effects a so-called Modulation. 

The change of scale may be permanent, or it may be only temporary. 
In the first case, the melody, after passing over into the new key, makes its 
perfect cadence upon the Tonic of the latter. (See ‘‘Tonn-Renarions,” all 
of Lessons 38 and 39.) When, on the other hand, the modulation is tem- 
porary (or transient, as it is called), the melody follows the line of the new 
scale only for a time (a few beats), and then returns to the original key, 
(See ‘‘ Tonz-Rexarions,”’ all of Lesson 40.) 


$2. Rute I.—The original scale should be exchanged only for that 
of a neat-related key. Of these there are five, namely: one with the same 
signature, two with the next higher, and two with the next lower signature 
(i. e. one sharp more or less, or one flat more or less). Thus: 


a-minor (f-signature). 

ao G-major (¢ Se ). 

From C-major (J-signature), into <=—_-e-minor (¢ es ). 
 F-major (p Oe ene 

d-minor (p ce ). 


o A-major (3f-signature). 
a li-major (47 iy ys 
Or: from ff-minor (3#-signature), into < == c¥-minor (4¥ ae ): 
“™ D-major (2¢ sc ) 
sw b-minor) (259 *" 2), 


f-minor (4)-signature 
a ED-major (8p « 

Or: from AD-major (4)-signature), into <== c-minor (3D = 
“DP-major (5p 
“ bD-minor (57 « 


— Se er 
. . ° 


N. B.—Capital letters indicate major keys; small letters, minors, 


83. Ruiz II.—The change of key may be made at any point in the 
Phrase, upon either an accented or an unaccented beat. But it must,—at 


present,—take place after one of the three tones which constitute the Tonic chord, 
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i. e., either after the Ist, the 3rd, or the 5th Step of the momentary scale 
(namely, the Inactive steps, par. 5). Thus: 

















3s or: 
ees into either one—— 2 
Ex. si.f '— of the five next —__}f ge _ 
[t= —Telated keys 5 pe 
era ho. OD aateretsiatetelsleleisinre = /alniatereisisisieraivieve : C-major.. 
1 or: 
——o into next-— azinto next-— 
= ( Seize — 4 related__ 
= = ——keys. = SE Bag fee eS 
Ee ae 
Beier Seas Soke Soe esis @sMajor ee. eases ces eevee ates eee 


84. Rozz III.—The deflection of the melody into the desired scale 
may,—after reaching one of the Inactive tones indicated in Rule II,—be 
effected by passing through any one of the jive tones which constitute the chord 
of the Dominant-9th, i. e., either the 5th, 7th, 2nd, 4th, or 6th Scale-steps of 
the desired key;—in other words, an entrance may be effected into the de- 
sired key through any other than its 1st and 3rd Scale-steps. (Even these may 
be used, as will be seen in time; but not at present.) 

The most powerful of these ‘‘modulatory tones” is the 7th Scale-step 
(the so-called Leading-tone); still, all five are equally adequate, if properly 
approached and properly treated. 


85. (a) If possible, the last tone of the first key (one of the Inactive 
Steps given in Rule II) should be transformed mentally into a Scale-step of the 
prospective key. The melody then runs on, from the footing thus secured in 
the new scale, in exact accordance with former rules. For illustration: 


1. CM rae aa keer ee 


Ex. 82 A. ———— = 7s a Fee ee 


oe gmat. ptm aN APY Ea A, 




















2. Ue) meee on att a 


SS SS Se 
































anaes OUC Hemel 
Ta: 
8 OS eT -P 
ee el 





2% 
| d-min. 


(6) The most satisfactory result is gained (as far as the melody itself is 
concerned) by using, as soon as the new key is entered, a tone, or a group of 
tones, which indicates very distinctly the Dominant harmony of the key,— 
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so that the Leading-tone, or some other tone that distinguishes the new key 


from the preceding one, is instantly, or very soon, introduced. Ix. 824A, 
No. 1, would be more definite thus: 


Ex. 82B. ec = —- : =| == Se ey 









































oie by 
E =e as good, thus ;—~@ 3 =e o C= =" F 
é— ——but possible (Ex. 7): — = f ey = E i 


























86. If this mental transformation (par. 85a) is not possible: that is, if 
the last tone of one scale does not belong to the coming key, then a chromatic 
progression will need to be made, at that point,—by simply inserting an 
accidental (see par. 73, N. B.). Thus: 














: 5 
Ex, sf Ao 2 ee 
te o—__*—_ , 6 — rt 
\Ex. 81-3) |____a-mninor. 


87. (a) If such a chromatic movement be necessary, it should be fore- 
seen, and aed approached, i, e., in the corresponding direction. Thus: 





























a -minor. 
? 
a a =e “? = 
pn eee 
Ee secs 





(b) Or, the chromatic progression may be prepared by a wide leap from 
the opposite side, involving a change of direction, according to par. 26. 
Thus: 




















Lee 
7 
Ex. 85. gee: = -@- etc. + i ae piesa aieed 4 anate. 


send ton! es — 
SF a eO- 





‘d 
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yey Or, finally, the chromatic inflection may be avoided, in the melody 
itself, by moving step-wise in the opposite direction. This involves the as- 
sumption of a Diminished-7th chord (i. e., the Incomplete Dominant-9th, in 
its minor form),—where the new key begins; and implies that the chromatic 
tone is taken up in some other part of the harmonic body. Thus: 

















nia NS et gt (comp Ex. 84-2) 
a 2 2 + a arcane carl 
Ex. 86. 2s e : jag ard t2 ete. | 
SS eS 
ae 
ease ae 

















For general illustration (capitals, major; small letters, minor): 


1. Moderato. Bacu. 






































. +s ie (par. 88) 
3. Allegretto. BEETHOVEN. 
ee eae 
Oo 


ee 88) BEETHOVEN. 
A. Allegro. (par. 87 a) $2 #£ # 2 


== SESH eel 


‘ 

‘$8. Whether the foreign tones in a melody are merely inflected Scale- 

steps (i. e. altered tones), or the indicators of Modulation (i. e., change of 
entire scale, into that of another key), depends 























(1) Partly upon the location of the foreign tone in the prevailing key; 
for in order to serve as altered Step, it must conform to the lists given for 
major and minor in Exs. 66 and 76. But, 


(2) It also depends, much more largely (very often entirely) pon the 
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option of the composer, who, in the majority of cases, may treat the foreign 
tone, in his harmonization, either as momentary inflection (without abandon- 
ing the key), or as a modulatory tone (passing on into the corresponding 
new scale). 


LESSON 16. 


A number of 4-measure melodies in Phrase-form, beginning alternately 
in major and minor, with one (permanent) modulation in each, into some 
next-related key, closing with the perfect cadence upon the Tonic of the 
new key. Ex. 86, No. 2, may serve as a general model. Every species of 
Measure, from 3/8 to 12/8; the rhythm freely diversified. An occasional 
altered Step may be introduced. 


CHAPTER XVI. 
MODULATION, CONTINUED. 


89. The process of modulation is precisely the same for transient 
changes of key, as for the permanent ones illustrated in the preceding 
lesson. 


(a) In phrases in the smaller varieties of Measure, only one transient 
modulation is feasible, as a rule; i. e., the melody passes soon into one of 
the five next-related keys, and, after a few beats, returns and closes upon 
the Tonic of the original key. Thus: 









oe Andante. SCHUBERT. 
Saas Ba ta aa = 
Ex. 88. Fe et a 
G. 
2. Allegretto. BEETHOVEN. 











ha NSS NS ee 
= ris pel oars 7 =e af 
Stet pa es eee ee 


(b) In the larger species of Measure (6/8, 9/8, 12/8), two or more tran- 
sient modulations may be made in one phrase; only, however, among the 
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5 next-related «eys of the original scale, and, in each case, returning to the 
latter and cadencing upon its Tonic, as usual. Thus: 


BEETHOVEN. 
(par. 92) 


1. Allegretto. — 
ee 2 De 











een ea 





LESSON 17. 


A number of 4-measure melodies in Phrase-form: 


A. In the smaller species of Measure, with one transient modulation, 
and return (par. 89a). 


B. In larger Measures, with two or more transient modulations, and 
return (par. £9). 


CHAPTER XVII. 
MODULATION, PERIOD-FORMS, 


90. Changes of key may occur in the Period-form, at any point in 
either Phrase; but they are likely to have especial bearing upon the semi- 
cadence, which may be made upon either one of the three tones of the Tonio 
Triad (Steps 1, 3 or 5) of a next-related key. 


The best and most common keys selected for the semicadence are, 


The Dominant key (one sharp more, or one flat less, than the 
original signature); and 
The Relative key (the same signature). 


The Dominant key is particularly appropriate for the semicadence of 
a Period beginning in major; the Relative key for one beginning in minor; 
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though both are possible for either mode,—and other next-related keys also. 
The most unusual is a semicadence in the Subdominant key (one flat more, 
or one sharp less, than the original signature). For illustration: 


1. Moderato. - 
= 


ef Sse ee ne eee 
Bx. 90.F gre Pee ae 
































' 
g-minor. 


lines; see par. 93) BEETHOVEN. 








During the Consequent Phrase any transient modulations may be made, 
but the final cadence must fall upon the Tonic of the original key. 


LESSON 18. 


A number of 8-measure melodies in Period-form, according to the 
directions given in Chapters VII and IX, containing modulations (and 
occasional altered Steps) as explained above. Every species of Measure; 
major and minor beginning, alternately. 
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CHAPTER XVIII. 
MODULATION, CHROMATIC, 


91. The change of key may be effected contrary to Rule II (par. 83),— 
namely, after other than the Inactive Ist, 8rd or 5th Steps of the key,—on 
condition 


That the melody progress chromatically, from the Step chosen to 
close the first key, into a proper tone of the desired key (Rule III, 
par. 84). Thus: 


BEETHOVEN. 
(reg.) 


BEETHOVEN. 


=—Hl 


v 














4-+(par. 88) 


} 


be oe 























N. B. 


oo eee |z ites a 







































































y A Soe - 
(7-2 ° cE aos [2S ‘ 
| == 2222 eS ae ia | 
(Gea ee eae G. ti 
pone 
a ics he 2 
ioe Si eS eee 
Andante. MENDELSSOHN. 











a 4 Sa eee SS 
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LESSON 19. 


A number of 4 and 8-measure melodies, illustrating this device of chro- 
matic modulation. Begin in major and minor alternately; all species of 
Measure (2/4 up to 12/8). 


CHAPTER XIX. 
OVERLAPPING SCALE-LINES. 


92. General exceptions to the three rules of modulation given in Chap- 
ter XV (especially II and III) may be justified by mentally transforming a 
certain tone or tones of one key (no matter which scale-steps they repre- 
sent) into some plausible Step or Steps,—if possible into more urgent and 
suggestive ones,—of the desired next-related key, and then continuing along 
the new line, without the formal observance of strict rules of modulation. 
This may even apply to some more distant key, if melodic conditions are 
favorable. 

93. Such overlapping of scales,—a very common, but more dificult 
and exceptional method of modulation,—represents the application of par. 
85a in a broader sense, and is based upon the general principle that a 
change of key may always be effected at (or through) any tone that is common to 
both keys concerned ;—especially when two or more such common tones appear 
in succession, so that the lines of the keys overlap for a number of beats 
(see Ex. 90, No, 2, which illustrates the point very strikingly) ;—or where 
there is a pause in the melodic movement (a tone of comparatively long dura- 
tion), which affords time to apprehend the transformation (Ex. 92, Nos. 3 
and 5; Ex. 94, No. 5). 

This, it is true, will usually result as a matter of course from the 
application of the strict rules given in Chapter XV; but it has a much 
wider operation, and extends to many cases not included in these rules. 
For illustration: 























1. Andante. SCHUBERT. 
5- =a plop en 
Ex. 92. = Reg == | 
G 1—5 ‘Snill 
D4— 1 ——-_1 —— 
2. Andante. SCHUBERT, 
F se = = SESS = | i 
SS ge = aS 
ee ee 
8S. Allegro. ScHUBERT. 


(keys not next-rel.) 











(pause) 
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A. Allegro. BEETHOVEN. 
4 > (Ex. 66) 


Fares pea eas 











SH 


5. Allegro. (Ex. 66) CHOPIN. 
a 


ae = ae —2 [ft 5 ais ee H 
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6. Allegro mod. 






































7. Andante. 
cb: pares Bag pe gee 
FS —s [coal iae eee [oe eo e 
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94. This agreement of key-lines is frequently turned to account in 
substituting the opposite mode (i. e., major for minor, or minor for major) of 
the key toward which the modulation was obviously directed according to 
the rule of next-relationship. This is usually an easy exchange, because the 
lines of the corresponding major and minor keys (i. e., corresponding in 
key-note) are so nearly coincident. See Ex, 37. For illustration: 












































1. Allegro. V0 95) WAGXER. 
a gap 
bx. 98, Gye o—e fe Saee 
peat fale ey fea te — 
d-niinor. l| A. eS 
SD maior 
2. Andante. (par 91) MENDELSSONN. 
o a 
= 9 a 
(ee = fe: . ie a ete 
pee aS 5 
{ baminer \| 
B-major. 


LESSON 20. 


A number of 4 and 8-measure melodies, with modulations througn 
common tones (by overlapping scales), as explained above. At first into 
next-related keys only. Then experiments may also be made with more 
remote keys. The general harmonic (chord) basis must be kept well in 
mind. 


CHAPTER XxX. 


MODULATION IN SEQUENCES, AND AT CADENCES. 


95. The broadest range of exceptional modulations is that afforded 

(1) By sequential recurrences (par, 64); and 

(2) By taking advantage of any sufficiently well-defined pause, or break 
(or cadence), in the line of the melody. Sequential recurrences generally 
involve, of themselves, such “breaks” in the melodic line,—at the points 


of contact. The ‘‘breaks,” or cadences, may, however, be created by many 
other means. For example: 


1. Allegretto. MENDELSSOHN. 


—— 
fea em bee 2 
(sequences; all next-rel. keys) 
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2. Largo. BEETHOVEN. 
faa =e as as == nea = etc. | 
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"7. Lento. FoLk-Sone. 


Hest = . aa cad. | 


8. Allegretto. 
ae 


tent eee ee ee 
AS SS 





Vite 
pa 
ea Oaee 





ee ee 
4 aa 


















































apes cad. 
5 Qe a ets es | pee EL be 
CHOPIN. 
as Boas “He 
pea rere 
(pause) 
WE Ga ase ee +) 





See also, Ex. 91, No. 4; Ex. 92, Nos. 3 and 4; Ex. 95, Nos. 4 and 5. 


LESSON 21. 


A number of 4 and 8-measure melodies, with modulations in sequences, 
and at cadences or interruptions, as shown above. The transitions may be 
made either into next-related or remote keys, at option; and the melodies 
may close in any key,—best, however, upon the original Tonic. All species. 
of measure, The sequences, and all breaks in the line of the melody, must. 
be distinctly defined. 

A few melodies may finally be made, extending beyond the regular 4 or 
8-measure dimension (5, 6,--9, 10, 12 measures in length). 


CHAPTER XXI. 
CHROMATIC MELODY. 


96. The principle of chromatic succession enunciated in par. 91 may be 
extended to a longer series of chromatic tones, —senerally i in similar direc- 
tion. Such chromatic lines may represent a succession of brief and abrupt. 
changes of key; or, as is far more likely, they may embody simply the prin- 
ciple of altered Steps (Chapters XIII aud ALY). 
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In the latter case, though they assert themselves (by their time-values) 
as essential tones, they prove to be, in reality, no more than intermediate 
tones, inserted between the tones of certain chord-lines in such a manner as 
not to overpower the impression of the prevailing key. For illustration: 


1. eee 


aa 
7 he. 


Ex. 95. ce see fire oot ele eb = 


Geert. raised Scale-steps.) 
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BEETHOVEN, 

















gies 


(x raised as 











2. Andante. 
[er eae SS 
eo—| 
3. Allegro. (Ex. 106) 


























te pg g ee te ee a pee 
i See 23 ee ee eee 
ee 








Se 
SS “eee eS ee =H 
yoy eee 
C. 
A. Presto. MENDELSSOHN. 
(par. 95) 


Vv 


CaaS retry TT ss 


Ses ja nes re 








5. Allegretto. 
(par 38 ¢) 
3 


(par. 95, also) CHOPIN. 


Sate ate 
shee ese eee! 











[See 
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LESSON 22. 


A number of melodies, 4, 8 or 12 measures, with occasional continuous 
chromatic successions. The chromatic tones must be obviously essential, 
each not less than a full beat in value; and, as a rule, the succession should 
not extend beyond 5 or 6 tones. 


CHAPTER XXII. 
THE DOUBLE-PERIOD. 


97. The Double-period generally embraces 16 measures; that is, four 
Phrases of four measures each, closing respectively with cadences in the 
4th, 8th, 12th and 16th measures. Compare par. 50. 


98. (a) The first of these is a light semicadence, and may be made 
upon any Step of the original key, as no modulation is likely to occur 
during the first Phrase of this longer design. 

(b) The second one is apt to be a perfect cadence, falling upon the 
Tonic note of some next-related key,— best, as indicated in par. 90, the 
Dominant key (most commonly in a major melody), or the Relative key 
{usually in a minor melody); or perhaps the Relative of the Dominant; very 
rarely, either the Sub-dominant or its Relative. 

(c) The third one is again a light semicadence, and may fall upon any 
tone of the Tonic Triad (Steps 1, 3 or 5) of that next-related key into which 
the melody may have been conducted; for, during the third Phrase, modu- 
lations may be freely made among any of the nezt-related keys,—yrarely to 
remote keys. The best keys for this cadence are, either the Sub-dominant 
or its Relative. 

(d) The fourth Phrase may also modulate freely, for a measure or two, 
but must then turn back definitely into the original scale, and must close, 
naturally, with the regular perfect cadence, upon the original key-note. 


99. (a) The designs given in Chapter VII, in reference to parallel and 
contrasting construction (par. 52 and 53), must be closely followed in the 
second half of the Double-period (i. e., Phrases 3 and 4): at first, the whole 
of Phrase 3 must correspond (perhaps with a few slight changes) to Phrase 
1; and the greater part of Phrase 4 must pursue the line of Phrase 2,—until 
the necessary difference of cadence asserts itself. 

(b) Then, in each succeeding example, the parallelism is to be dimin- 
ished gradually until, ultimately, the second pair of Phrases differs entirely 


EXERCISES IN MELODY-WRITING. 73 


from the melody of the first pair (totally contrasting construction). For 
illustration: 


Andante tranquillo. aoe ee construction. ) 


bs. 6 SS =—Se=. === 


Hid fell throug ae 











ee 
oe aS 3 = 
I 
































(par. a 
6. 9. 
ae 
Fee —— eee 
——o—_g—_o— mr sa == 
MENDELSSOHN. 
; : n 10. 11. 12, 13 14. 15. 16. 
fee like 2.—+like 3.—|-like i=fike =p ike <p ———— 
ee | a a ee 
Vi 


2. Allegretto. (Partly parallel construction.) 














like Phrase pera al ScHUBERT, 
4 
fea 


3. Lento. (Contrasting construction., 

b (Ex. 108) a 

cy pega ee SEs 
Bk 

—. Ce 
fer Z =p === = 2 eaeae Se 
Oa Sea. ee Sue eles ee 
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LESSON 28. 


A number of 16-measure Double-periods, according to the above direc- 
tions, Beginning in major and minor alternately; modulating at option; 
the principal species of Measure (3/4, 4/4, 6/8, 3/8, 6/4, 3/2, 9/8). 


The harmonization of these melodies, after correction and approval by 
the teacher, may be undertaken by pupils familiar with the process, 
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DIVISION TWO. 
UNESSENTIAL, OR EMBELLISHING, TONES. 


CHAPTER XXIII. 


DISTINCTION BETWEEN ESSENTIAL AND UNESSENTIAL 
TONES. 


100. Not all the tones in a melody need be essential, i. e., calling for 
special consideration in the process of harmonization. Many tones may be, 
and generally are, no more than wnessential adjuncts of the principal (i, e., 
the essential or important) tones, which latter they merely serve either to 
connect or to embellish. 

Such embellishing tones have appeared in many of the foregoing illustrations, simply be- 


cause their employment in composition is so common that but very few examples could be found 
in which they are absent. 


The distinction between Essential and Unessential tones is determined 
very largely by their length; usually, a tone of the valueof a full beat is a 
principal or essential one; and, of two, three, or four quick tones that con- 
stitute the subdivisions of a beat, one or more are almost certain to be 
unessential. 

But this is only the general distinction,—the true one depending, after 
all, upon the relation of the tones, whether short or long, to the prevailing 
chord-line. For illustration: 

















1, eae. essential) 2. (x con 
| 
Ee ot. = - ae 2 =e 2 lI 
SS 2 = 
Cel Vink Vie I cl Vv 


This being the case, it follows, here again, that a melody must be de- 
signed with strict regard to some harmonic basis, or subconscious chord- 
concept. (Review pars. 15, 23, 38.) The tones which agree with the momen- 
tary chord are the essential or harmonic tones; those which differ from it 
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are unessential embellishing, or inharmonic tones. Thus devised, or thus 
articulated, a melody is easy to harmonize. 


THE SUSPENSION. 


101. Rute I.—Any tone which progresses step-wise (along the 
scale-line, or chromatically) may be tied to the following, next lower or 
higher, tone, and thus be held over during a fraction of the value of the lat- 
ter, as embellishment by Suspension. Thus: 














i SAE: 
Se 
al ——————E—— Embellished with the Suspension (s.) 




















ee 1 =e 














original line—— _—_ embellished 


This device is as simple as it is effective; and its result is invariably 
good, unless it be applied during some very irregular melodic progression, 
which the Suspension would probably aggravate. 


102. (a) Asarule, the Suspension may best be introduced in descending 
step-wise progressions; but it is also good in ascending step-wise succes- 
sions, especially when applied to tones which have a natural upward ten- 
dency, like the 7th scale-step (Leading-tone), or raised Steps. 


(6) The obligatory movement of the Suspension forward into the essen- 
tial tone, is its Resolution (par. 7), 


(c) If irregularities of rhythm result, they may be redeemed by recur- 
rence, precisely as shown in par. 56a; see Ex. 100, Nos. 2 and 7, 


(ad) Instead of using a tie, the tone may be struck again, as repetition: 


(Ex. 98-7) 


= eee 
Ex. 99. [ =e 
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And in fact, in this form it may signify no more than simple tone- 
repetition, as indicated in par. 9a, and practiced freely in all the preceding 
lessons. 

(e) When applied to single tones in a measure or group, the best gen- 
eral effect is obtained at accented beats (as in Ex, 98, Nos, 2, 6 and 9, and in 
the majority of the following illustrations), But it is possible at the begin- 
ning of any beat, especially when occurring repeatedly, either in immediate 
succession (Ex. 99), or as recurrence at corresponding points (see par. 
102). 

(f) If the tie, or reiteration, is applied at a skip in the melody, the 
result will not be an inharmonic Suspension; but it will be correct if the 
tones represent some good chord-line. For general illustration: 












































1. Allegro. 
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A. Lento. 8. 
Parag marge es a ee 
eS -p ——6@— e t ete. = = 
Sees - = 
Original form —  —@£  —@_——____ emb. form 
SCHUBERT. 
Ss. 
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Fa PEs —s fF a a= oe 1B a | 
- Moderato. SCHUBERT. 
cee Sees Sie Se EH 
Original form embellished 
ee a BEETHOVEN. 


























8. Andante. 


See 


2. SS ee = 


‘“TONE-RELATIONS,”’ Lessons 57 and 58. 

















see 


LESSON 24. 


A. Take a number of former 4 or 8-measure melodies, and embellish 
them with occasional Suspensions, where convenient and effective, according 
to the above directions and illustrations. 


B. Invent a number of 4 and 8-measure melodies (major and minor 
alternately) with special application of the Suspension. Use all species of 
Measure, and modulate at option. The pupil must not only hear each tone 
distinctly as he writes it, but must endeavor to realize the chord-basis also 
(i, e., the harmonic accompaniment). 
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CHAPTER XXIV. 
THE ANTICIPATION, 


103. Rutz II.—Any essential tone in the original (simple) melodic 
concept, or any weighty tone, whether essential or not, may be anticipated 
upon a fraction of the preceding beat,—usually a very brief fraction. Thus: 


1. Lento. 


Ex. 101. = = et 3 | - ete 
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5. Allegro. 


[Gre fa eae o¢ a 
MENDELSSORBN. 


- ae 








~ t. s ee 















ie R= palace = 


N. B.—This embellishment involves tone-repetition from one beat into the next, as 
in the Suspension, and is often not distinguishable from the latter at all. The difference 
lies solely in the purpose, or conception, of the writer, but may manifest itself clearly 
through the following conditions: 




















Ant. Ant. 


(1) The Anticipation is generally a very short tone; 
(2) It is not tzed to the following repetition, but is re-struck; 


(8) If embellishment by Anticipation, the second of the two similar tones will be the 

essential one, and may progress in any manner; if embellishment by Suspen- 

. sion, the second tone will prove to be the unessential one, and must progress 
step-wise. This, again, depends upon the chord-basis. 


See also Ex. 59, No. 3; and ‘‘ TONE-RELATIONS,” Lesgon 60. 


LESSON 28. 


A. A number of former, simple, melodies, to be embellished with 
occasional Anticipations. 


B. New melodies, with Anticipations,—and an occasional Suspension. 
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CHAPTER XXV, 


THE PASSING-NOTE. 


104. Rote III.—Any skip of a third between two successive essential 
(or weighty) tones in a melody, may be filled out, or reduced to step-wise 
progression, by inserting the intermediate scale-step as Passing-note. Usu- 
ally the Passing-note takes exactly half the value of the first tone, but it 
may be /ess than this (rarely more) according to the desired rhythmic effect. 
See also par. 102¢. For illustration: 
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10. The Passing-note generally occurs, as seen in the above illus- 
trations, upon an unaccented fraction of the beat,—within the beat or group 
represented by the first tone, and, consequently, without displacing the 
second tone of the original skip, But it is also possible to defer the Pass- 
ing-note (i. e., to shift it forward) so that it encroaches upon the beat of the 
second tone, thus assuming the accented location, and dividing the value, of 
the latter. The rhythmic result is often much improved by this means, 
For example: 

















: awkward rhythm: better: 
e Xx 
ee en = 
27 o zi os = { 2 a Soe aeae me 
ee ce eee 
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Original line. emb. with unaccented emb. with ce 
Passing-notes. Passing-notes. 


good: better: 
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LESSON 26. 


A. A number of former melodies, to be embellished with occasional 
Passing-notes, where skips of a 3rd occur. 


B. New melodies, 4 and 8 measures, major and minor alternately, in 
various species of Measure,—with occasional Passing-notes, as shown above. 
Suspensions, Anticipations, and other material of past lessons must not be 
neglected. 
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CHAPTER XXXVI. 
PASSING-NOTES, CONTINUED. 


106. A skip of a fourih may be filled out, similarly, by inserting the 
two intermediate scale-steps successively, in the same direction. 

The two connected passing-notes may be both unaccented (i. e., located 
within the beat or rhythmic group of the first tone), or they may be disposed 
in any other manner between the two essential tones, according to the de- 
sired rhythmic effect. Compare par. 105, and par. 102c. For illustration: 













































































awkward: better: 
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Ex. 104, Se = 
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Ep 1 
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See also, Ex. 36, No. 17, first measure. 


107. Adjacent scale-steps may be connected by the intermediate chro-. 
matic tone (where the space is a whole step). Such chromatic passing-notes. 
actually corroborate, in origin and purpose, the Altered scale-steps (Chapters, 
XIII and XIV), and are therefore more common in ascending, than in de- 
scending, succession. They differ in effect from the Altered Steps, which are. 
essential tones, in being more transient, and therefore obviously unessential. 

For larger spaces, alternate diatonic and chromatic passing-notes may: 
be used in immediate succession in the same direction. For example: 
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BIZET. 


ae ds ae a ae = ==] 














. Lento. SarnT-Sakns. 


fee: ———— ee = ie eas 
Bee eee ier io cis Bee 


See also Ex. 75, No. 7, measure 1. 

















108. As the fourth is the widest interval that can occur between con- 
tiguous chord-tones (namely, from the chord-fifth to the Root above), it 
follows that a line of intermediate passing-notes, inserted between still 
larger skips (5th, 6th, 7th or 8ve), can not consist exclusively of inharmonic 
tones, but most contain one or more chord-tones, also. Theeffect of the whole 
conjunct group, however, will be that of wnessential tones, especially in 
swift successions; and as such they are to be regarded and treated. For 
illustration (the ‘ harmonic” passing-notes indicated by x in parenthesis): 
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A. Allegretto. 
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109. The device of tone-repetition, employed throughout the foregoing 
lessons, may be applied even to passing-notes. Such repeated passing-notes 
are best when they are of sufficient time-value, and importance, to be partly 
' essential’ in effect. Thus: 
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LESSON 27. 


A. Former melodies, to be embellished with occasional passing-notes 
(diatonic, chromatic, and repeated), at skips of any size, but with strict 
regard to a sensible rhythmic result. 


B. New melodies, with direct application of these passing-notes, The 
material of former lessons must be remembered, and employed, 


CHAPTER XXVIII. 
NEIGHBORING - NOTES. 


110. (a) Ron IV.—Any essential tone in a simple melodic line, or a 
weighty tone whether essential (harmonic) or not, may be embellished by 
placing either its higher or its lower Neighbor before it. 


(b) Very frequently the essential tone precedes, as well as follows, the 
neighboring-tone, thus constituting an embellishing group of three tones 
(i. e., the essential or principal tone and its recurrence, with the upper or 
lower neighbor between;—or, in other words, the neighbor inserted between 
an ordinary tone-repetition), 

(c) The group may assume almost any rhythmic form; either of the 
three tones may occupy the accented fraction of a beat, and the values are 
optional. But the simplest, and by far the most common form, is that 
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in which all three tones belong to the same beat, or rhythmic group. 
Thus: 
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111. The difference between the Neighboring-note and the Passing-note is, that the 
former turns back into its own principal tone, while the latter passes on into another 
essential tone. Compare Ex. 103, No. 1, with Ex. 108, carefully. In other words, the 
embellishment with a neighboring-note involves only one essential or weighty tone; the 
passing-note, on the contrary, always involves two different essential tones. The former 
is therefore a local embellishment, the latter a progressive one. 


112. Whether the upper or the lower neighbor is to be used, depends 
somewhat upon the location of the following tone in the original melodic line. 
The rules are: 


(1) If the formation of the group is to be Regular, the upper neighbor 
is taken when the next tone lies below; and, vice versa, the lower neighbor 
when the following tone lies higher;—or, in other words, that neighbor is 
chosen which lies opposite the coming tone. In this way, the impetus 
imparted to the final tone in the group by its embellishing neighbor, carries 
it naturally ‘oward the next tone. Thus: 


Bx 108 == SS 


descending line— emb. with uppero. ascending line— emb. with lower o. 
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Or (2), in a series of such groups, each may be turned the same way, 
irrespective of the direction into the next essential tone. In this case, some 
of the groups will be Jrregular,—but their irregularity is counteracted, as 
usual, by ‘“‘uniform recurrence” (par. 56a). For example: 


a Regular: 
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N.B.—In any case, the rhythmic arrangement of such successive (or corresponding) 
groups is almost certain to be uniform. 


113. Further, the notation of the neighboring-notes is subject to the 
following rules: 


(1) The upper neighbor must always agree with the line of the prevail- 
ing scale. Thus: 
22? 
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C-major, throughout. 
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c-minor, throughout. 





(2) The lower neighbor may also agree in notation with the line of the 
prevailing scale, and in melodies of a serious or stately character (or when 
the neighboring note is long) it does so. But ordinarily, especially in 
graceful or rapid melodies, the lower neighbor lies a half-step below its prin- 
cipal tone, irrespective of key;—excepting when the principal tone is the 7th 
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scale-step (the Leading-tone), for which the lower whole step is almost always 
chosen. Thus: 
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3. Allegro. '}J2 
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More common, and less misleading. 
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g-minor, throughout 


LESSON 28. 


A. A number of simple melodies in uniform rhythm (from the first five 
lessons), to be embellished with 3-tone groups, as shown above. 

They may be applied to an occasional single tone, in which case the 
rhythmic effect must be guarded; if unaccented beats are broken, the rhythm 
will be regular; if irregular, from any cause, the rhythm must be rectified 
by ‘‘ recurrence,” 

Or the groups may appear continuonsly, i. e., at each tone throughout 
the melody, generally excepting the final (cadence) tone; this will constitute 
a * Running part.” 


B. New melodies, 4 and 8 measures, in various species of Measure, 
major and minor alternately, with special reference to the 3-tone group. 
The material of former lessons must not be neglected. 
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CHAPTER XXVIII. 
NEIGHBORING-NOTES, CONTINUED. 


114. These, in a sense fundamental, embellishing groups of three 
tones, may be enlarged to four, five, six, or more tones in many ways: 

(1) By adding to the 3-tone group (either before or after) any tone 
which belongs to the chord-line of the essential tone. Thus: 


1. Four-tone groups: 
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(2) By adding a passing-note (before or after). 


N.B.—Review par. 111, in reference to the distinction between neighboring and 
passing-notes. And bear in mind, while studying these somewhat confusing forms, that 
every neighboring-note must be preceded, as well as followed, by its principal tone 
(par. 1105). 
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For illustration. 


emb. in 4-tone groups. 
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(115) 
(3) By inserting first one and then the other neighboring-note between 
reiterations of their principal tone. 


This will result, at first, in groups of at least five tones—which may 
then be enlarged, precisely as shown above. Thus: 
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*3. Allegretto. CHOPIN. 
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(4) More rarely, by repetition of the neighboring-note (similar to par. 
109). Thus: 
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LESSON 29. 


A. A few former melodies in uniform rhythm, to be embellished with 
these larger groups,—either at occasional single points, or throughout, as 
indicated in the preceding lesson. 


B. New melodies, with especial reference to these forms of embel- 
lishment. 


CHAPTER XXIX. 
NEIGHBORING-NOTE AS APPOGGIATURA, 


115. The neighboring-note, instead of appearing thus between reitera- 
tions of its principal tone, may, moreover, be placed simply before the lat- 
ter,— preceding it only, as prefixed grace-note, and forming an embellishing 
group of but two tones (compare par. 110a@ and b). In this connection it is 
called an Appoggiatura. Its details are subject to the rules given in 
Chapter XX VII. 


(1) The rhythmic form, and the location, of the 2-tone group are op- 
tional; but the appoggiatura is most commonly placed upon the accented 
fraction of the beat (like the suspension, or the accented passing-note, and, 
like these, changing the original location of the essential tone by shifting it 
forward); and the appoggiatura is quite frequently longer than its principal 
tone. For example: 
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9. Allegretto. 
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11. (continuation of Ex. 105, No. 5) Lento. 
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(2) The choice between upper or lower neighboring-note, as appoggia- 
tura, may be determined, primarily, by the rules given above;—i. e., either 
according to the direction into the following essential tone (see Ex. 117, 
Nos. 6, 7, 9 and 11); or in uniform figures, as in Ex. 117, Nos.2 and 8. But, 
in practical composition, the utmost freedom is exercised in this choice. 
In general, the upper neighbor is the more common. The greatest influence 
is apparently exerted by the location of the preceding tone; for instance: 
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An upward movement (especially with a skip) is usually made to the 
upper appoggiatura; and a downward progression to the lower one,—of the 
following tone, of course. This simply corroborates the rule given in par. 
28 a, and again in par. 75c; i. e., the appoggiatura is lest approached (from 
any distance) in the direction opposite to that of its Resolution (its obligatory 
step-wise progression into its principal tone). Tor i!lustiation: 
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This rule prevails almost throughout Ex. 117; the only exceptions occur 
in No. 5 (second measure), and in No. 8 (second half of each measure). 

(3) The notation of the appoggiatura is defined exactly according to the 
rules given in par. 113 (Exs. 111 and 112). 

(4) The presence of an appoggiatura justifies exceptions to the rule of 
successive skips in the same direction, given in par. 31 (Ex. 25, Nos, 6, 11, 
12, 13, 14). For example: 
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See also Ex. 121, No. 5. 
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LESSON 380. 


A. A number of former melodies, to be embellished with the appog- 
giatura, in 2-tone groups; either at single points, or at each tone throughout 
(in melodies of uniform rhythm). 


B. New melodies, 4 and 8 measures, major and minor alternately, in 
various species of Measure,—with especial reference to this form of embel- 
lishment. Former devices must be borne in mind and employed. 


CHAPTER XXX, 
DOUBLE-APPOGGIATURA. 


116. (a) Inasimilar manner, and with similar, though much height- 
ened, effect, both the upper and lower neighbor may successively precede their 
mutual principal tone, as Double-appoggiatura. The first appoggiatura does 
not progress directly into its principal tone, but passes first over to the oppo- 
site neighbor (of the same principal tone), thus producing a new variety of 
the 3-tone group. Compare Ex. 108; and observe the distinction between 
this use of both neighbors, and that illustrated in Ex. 115. 

For example: 
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essential tone emb. with Double-appueg. 
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(>) As usual, the group may appear in any reasonable rhythmic form; 
either of the 3 tones may occupy the accented fraction of the beat or rhyth- 
mic group; and the time-values are almost wholly optional. The details of 
treatment conform to the rules and illustrations of the preceding chapter, 
For example: 
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117. Very frequently the Double-appoggiatura is preceded, as well as fol- 
lowed, by the principal tone, thus extending the figures shown in Exs. 121 
and 108 to a new species of four-tone group, which is one of the most con- 
venient, effective and common forms in the entire range of melodic embel- 
lishment. The reiteration of the principal tone is separated by both the 
upper and lower neighbor in succession, —in either order, and in any rational 
rhythmic‘form. Thus: 


1. 


Ex, 122. ia os 


Sr oe 
Essential tone—embellished with interposed Vouble-appog. 


° Ors, oe fe) 
= a—e |= e——# G e_° _g £ e 4 
4 — tl be |. : —-—b f al ot 
[— Reve opr aaa 





TRO 








so Ss 
4 le 


eee rhythm ; 
ad ae 















































sees 2 Tg ee eer ees 
Fa = ===. 2 fa es | 2 | 
= eee [oer as a el ey 
3 aa 
—_— 
° a ° ° 
E an pe ae = a : 
So etc. 
= ————— 
_——_ 
ap - Allegre. pe ae BEETHOVEN. 
aS Sas 
$V ee ee ee 
3. Allegro. _— BEETHOVEN. 








(Ss SS 


Par — WV ie ees oe ee 





EXERCISES IN MELODY-WRITING. 103 


- Allegro. 
4 GO ema — BEETHOVEN. 


| je SSeeee See ae 


3 o 
2=ae 
i 

Eb ———— 














5. Presto. eee C HOPING 


© x (x) ° 
2 2 oP 2-0 | _0_p-__9.»_5 9-0 5 9 fog 
6 Be eS eeel 


Orig. line. 














cf-minor. 


6. Allegro. 
































7. Andante. 


o—™~ x x a > 
> OOF § eS 
ea E == tt ee ee =e 
eS ee 








ee 
F V. 


Mozart. 
— (94) — 








f-min. 
07S a fees ae eS V8 eee AN Vee V8 


8. Allegretto. 








pay — — BEETHOVEN. 
° ; ° § o o 8. a . 
—_g—_@ _g —_____,_=___—"_},,_,--o 
5a = oe Jeans BE gee == 
ae a 
(120 a) 
Bb I vi rT 





104 EXERCISES IN MELODY-WRITING. 


118. In rare instances, the number of these interposed neighboring- 
notes is increased to three, by returning to the first appoggiatura before 
passing on into the essential tone. Thus: 
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LESSON 31. 


A. A number of former melodies, to be embellished with the Double- 
appoggiatura, in the 3-tone and 4-tone groups above illustrated; either 
occasionally, or continuously. 


B. New melodies, 4 and 8 measures, major and minor, in various species 
of Measure, with special reference to this form of embellishment. 


CHAPTER XXXI. 
APPOGGIATURAS, CONTINUED. 


119. The Double-appoggiatura sometimes appears in connection with 
the Suspension, as ‘‘indirect Resolution” of the latter, The Suspension, as 
is made manifest in Chapter XXIII, is always a neighbor of the following 
essential tone,—because of its invariable application at a step-wise progres- 
sion,—either above or below. Hence, it may be regarded as an appoggia- 
tura, and be conducted first into the opposite neighbor, before the essential 
tone follows, precisely as shown in par. 116a. For example: 
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120. The strict rule of the neighboring-note, as seen throughout the 
preceding chapters, is, that it must be followed by a step-wise Resolution into 
its principal tone,— either immediately, or after swinging over into the 
opposite neighbor of that principal tone. 

(a) A peculiar, but quite common, exception to this rule is, that the 
upper neighboring-note, after properly following its principal tone, may 
leap down a 8rd, In other words,—the upper neighbor may intervene be- 
tween two principal tones that represent a descending step-wise progression. 
The result is best when the principal tones are both harmonic; but it is 
applicable to any weighty tones, even when one, or each of them, is a pass- 
ing-note. 

This,—the ‘‘ Unresolved,”’—neighboring-note is always unaccented, and 
usually short (like the anticipation, which it most resembles in origin and 
character). Thus: 
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A. Allegretto. 
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(6) If a modulation is made during a step-wise descending melodic 
passage which is to be embellished with the unresolved neighbor, the latter 
must agree in notation with the scale of the fvllowing principal tone,—of 
which, as above stated, it is properly speaking an anticipation. Thus: 
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+* Not bt, unless the key remains O or a throughout, 
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(c) Much more rarely, this device is reversed; i. e., the lower neighbor 
is inserted between step-wise ascending tones. The rules correspond to the 
preceding. Thus: 
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(d) When the rhythm is uniform, and the tempo rapid, as in some of 
the above illustrations, these unresolved neighbors may often (not always) 
be analyzed as a Double-appoggiatura. Thus: 
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LESSON 32. 


A. A number of former simple melodies (including those of Lesson 24), 
to be embellished with Suspensions with indirect Resolution; and with un- 
resolved neighboring-notes, as shown above. 


B. New melodies, with special reference to these embellishments, 
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CHAPTER XXXII. 
EVOLUTION OF MELODIC GERMS. 


121. The application of these various classes of embellishments is apt, 
in many cases, to be determined upon some broader basis than the general 
purpose of ornamenting individual tones of a simple melodic line. 

The development or evolution of an elaborate melodic figure, or com- 
plete Phrase, out of two or three fundamental tones, by miscellaneous 
methods of embellishment and repetition, has been repeatedly exhibited in 
the foregoing examples; and while such products are not, as a rule, in 
advanced musical thought, the result of deliberate intention, they are none 
the less surely thus simple in their original germinal form, and must have 
existed in this simple form in the firmly established melodic habits of the 
composer,—even when they appear to have issued spontaneously from his 
mind, directly, in their complete ornate and characteristic shape, 

This process of melodic evolution is so natural and so wholesome, and 
the evidences of its presence in classic melodic thought are so clear, so posi- 
tive and so instructive, that its systematic exercise is of vital importance to 
the student who aims to acquire habits of healthy and facile melodic 
conduct. 

The only rules are: that the fundamental tones (the germ) shall form a 
perfectly faultless and natural melodic figure, at least free from extreme 
irregularities; and that the manipulation of it into an ornate Phrase shall 
be coherent, smooth, well-balanced (as concerns the rhythmic and syntactic 
exterior), and free from eccentricity. 

122. Hence, an ornate melodic sentence may conceal (perhaps so cley- 
erly that its presence may scarcely be heard,—though it is certain to be 
felt) a part of the line of the scale; or the simplest elements of the Tonic 
chord, or Dominant chords. 

The following illustrations are to be very studiously examined. and 


analyzed: 


1. Germ (chord-line): 
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5. Germ: Allegro. 
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7. Germ (chiefly scale-line): 
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8. Germ (complete scale): 
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9. Germ (chiefly scale- pe 


f= = 


Allegretto. 
eS 
























: 6 9 








Melodic form 

















——— ae 
<r has 
° Oa 
pele Ef eS eee aes 
(120d) 
10. Germ (scale): AGO 
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11. Germ (modified scale-line): 
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12. Germs (scale and chord): 
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13. Germs: 
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15. Allegro. 
































16. oe 


re ==s aS 


a-minor. minor. 


ca = 
= saat 2A “J 









































ii Powe be 
ee | 
—_—_— = BEETHOVEN. 
Bere pent a beete. ae el 
F —fo—j-o 6 6 eo tate 











deeds Gt Sore 





Habs qe 
SR Se See 


17.A peed: 
——— Te 


fers or ae = —— a = ass 


- scale 
ee ee 














eo? 
ee 





BRAHMS. 


pe aS = 


‘ ica 








123. Such simple germs, derived directly from the scale, or from some 
primary chord-line, are,—like the soil,—common property, open to the use: 
of all humanity. 
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In the choice of these germs no originality can be exercised, or proven,— 
merely common sense. 

But their manipulation,—the method, and the extent, of their embel- 
lishment and development,—exhibits the individuality of the composer, the 
particular quality and calibre of his innate musical susceptibility, or the 
degree of discrimination and ‘‘taste” that he has acquired by persistent and 
thorough exercise of such established technical methods as those expounded 
in the present treatise,—that may possibly lead onward into yet undiscovered 
modes of treatment. 

This is one of the most obvious and natural phases of the apparently 
occult, but in reality very manifest, Science of Originality. 


LESSON 33. 


The evolution of complete, ornate and characteristic, melodic sentences, 
4, 8, 12 or 16 measures in length (major and minor alternately, and in all 
species of Measure), out of simple germs, imitating the melodic and rhyth- 
mic methods shown in the above example. 


CHAPTER XXXIII. 
MELODIC EVOLUTION, CONTINUED, 


124. Further, the application of these embellishing processes may 
serve to disguise, or to heighten the effect of, Repetitions, Sequences, and 
Recurrences of former figures or phrases in general. Review the text of. 
Chapters X and XI; see Ex, 100, No. 3; Ex. 106, No. 4; Ex. 115,. No. 10; 
and examine and analyze the following, thoroughly: 
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3. Allegro. mod. repetition. 











Db. original melodic line 
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5. Allegro molto. 




















modified recurrence. 





G. Allegretto. 
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modified recurrence. 
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9. Adagio molto. 
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* These tones represent a “‘ passing-group” (109, extended), in sequential formation. 
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Melodic form. 
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** This last illustration comes under the head of “manipulation” in general; it is based 
more upon rhythmic modification than melodic embellishment, 


LESSON 34. 
A. Former, or new, 4 and 8-measure melodies, with embellished repe- 
tition. 
B. Melodies, of optional length, with special application of the modi- 
fied (embellished) repetition, sequence, and recurrence. 


Simple harmonic accompaniment may be added, at the discretion of 
the teacher. 
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CHAPTER XXXIV, 
MELODIC EXPRESSION. CONCLUSION. 


125. As stated in the Preface, the foregoing is a course of systematic 
exercise in melody invention, only,—not melody conception. For the latter 
there is, and should be, no other guide than the individual impulses of the 
maturing composer, founded upon, and controlled by, such natural and 
correct habits of melodic thought as he may have been fortunate enough to 
establish in early youth, 

The transition from invention into conceptior is signalized by the in- 
creasing assertion of personal emotional impulses (feeling, as distinguished 
from thought), through which the element called Expression is instilled into 
the otherwise purely mechanical product, and the distinctions of Style, both 
individual and general, are created. 


126. The presence of this element of Expression is manifested by an 
independent inclination to discriminate between the following attributes of 
musical style:— 

(a) Between the major and minor Modes ;—the latter of which is 
more passionate and sombre, the former brighter and more vigorous in effect, 
as a common rule. 

(b) Between the duple and triple species of fundamental Rhythm ;— 
the former more sturdy, the latter more graceful. 

(c) Between rapid and slow Tempo, or degree of fundamental motion. 
This distinction influences, somewhat, even the technical formation of the 
melodic sentence;—in slow, or moderate, tempz, there is likely to be more 
scale than chord-derivation; considerable ornamentation is appropriate and 
necessary, and much —even extreme — diversity of tone-values is possible. 
On the contrary, in more active or rapid tempi, chord-derivation is apt to 
predominate over scale-derivation, though rapid scale-passages (as embel- 
lishment by passing-notes) are by no means infrequent; less ornamentation 
is likely to appear, and diversity of time-values is more limited, i. e., the 
rhythm is more nearly uniform. 

(d) Between such conventional Styles as distinguish one class of com- 
position from another (i, e., the Waltz from the Nocturne, the March from 
the Barcarolle, etc.). These are subject to no other laws than those of con- 
vention, or popular usage, and are best learned by observation, 


127. All of these general qualities of melodic conception demand the 
more advanced discipline of musical Form, and can therefore be exercised 
only experimentally and briefly, at the discretion of the teacher, in the 
present course of melodic practice. 
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VOCAL SETTING. 


128. The most natural and wholesome artificial stimulus of definite 
and significant Expression in melody-invention, is that afforded by the vocal 
setting, or ‘‘melodizing,” of a line or stauza of text. The simply mechanical 
endeavor to follow and confirm, as closely as possible, the varying shades of 
poetic and prosodic (or declamatory) expression of the given text, is calcu- 
lated to arouse and develop the student’s individual sense of Expression, 
and prepare for its untrammeled operation in the domain of absolwe (instru- 
mental) music. 


129. The details of melodic effects, which find their parallels in the 
undulations of poetic expression, may be described approximately as fol- 
lows: 

(a) An ascending succession of tones, along the scale-line, indicates, 
ordinarily, an increase of emotional tension, or emphasis; a descending suc- 
cession, relaxation. 


(b) The effect of step-wise progressions is that of yradual and smooth 
change,—increase or decrease of the degree or stress of feeling. Whereas, 
when the tones progress in skips, either way, these changes of feeling are 
more abrupt and positive, about in proportion to the size of the skips. 

(c) The progression in chromatic tones is more seductive or passionate, as 
a rule, than diatonic (i, e., scale) successions, and usually in proportion to 
their speed. 

(d) The changes in force indicated by crescendo and diminuendo, arouse 
exactly similar impressions of increasing or decreasing volume or emphasis 
of feeling; the extremes of fortissimo and pianissimo indicate, respectively, 
utmost power or nearness, and utmost gentleness or remoteness. 

(e) Sudden changes of force (abrupt forte or piano effects) corroborate 
swift, perhaps violent, impulses of emotion; these may be emphasized by. 
simultaneous sudden changes of register or pitch,—i. e., wide skips, the 
effect of which, as stated at d, is similarly abrupt and vigorous, 


(f) The musical sense of a tone is powerfully influenced by its location 
and value in the rhythmic group. If it be placed upon the accented beat, 
or if its time-value be increased, suck musical meaning as it possesses 
(absolute or comparative), is brought out with corresponding force. And, 
on the other hand, its location upon an unaccented beat, or its contraction to 
‘a brief time-value, diminishes the effect and value of its musical meaning. 

(g) The definition of tonal meanings, and the bearing of the above upon 
them, may be roughly stated thus: 

The chord-root is powerful; the chord-third sweeter and more flexible : 
the chord-fifth soft and tender. If placed upon the accented beats, or 
lengthened, they impart these respective qualities to the entire rhythmic 
group in which they occur. 

The chord-7th and 9th, and the suspensions, are keen, conspicuous, 
and even obtrusive (in proportion to the degree of their dissonance); if 
accented, their effect is heightened; if prolonged, the effect of strain or ten- 
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sion is created. Appoggiaturas are similar, but usually still more pro- 
nounced in effect. 

These, and other, distinctions may be tested in the melodic examples 
given in this book, some of which should be reviewed with special reference 
to the quality of Expression. 


130. The principal rules of vocal setting are: 


I. That the rhythmic details in the melody should agree closely with 
the prosodic effects of the text; i. e., accented syllables and important words 
should be set to the comparatively accented, higher, or longer, tones; and, 
vice versa, unaccented syllables and unimportant words should be set to 
comparatively unaccented, lower, or shorter, tones. 


II. That the emotional contents of the text should be corroborated, by 
consistent employment of the distinctions of melodic expression above 
explained, 


Ill. That notes set to separate words or syllables must be detached, in 
notation; while two or more notes set to one word or syllable must be con- 
nected, either by beam, tie, or slur. 

The following examples briefly illustrate these rules. The pupil may 
find numerous others, in. English Oratorios, Cantatas, Anthems and Songs 
(i. e., composed originally to English words): 


1. Recitative ; pathetic expression. 
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LESSON 35. 


The melodic setting of lines, and of brief stanzas, from church hymn- 
books; or from the Psalms and other parts of the Bible; or from secular 
poetic writings. At first, a few exercises in Recitative form, i. e., not strictly 
metrical. Afterwards, very numerous studies in metrical Phrase, Period, or 
Double-period form. 


After correction and approval by the teacher, they may be harmonized, 
or provided with a simple instrumental accompaniment. 


THE END. 


125 


LABLE OF CONTENZS. 


DIVISION ONE. 


ESSENTIAL TONES, 


PAGE 

CuHaprmr I. ......... Mason. THe Scaun-LInn, REGULAR ......cccccecscccees OD 
Hirste Primary WuUleten wecjcsieameic serie. ele lefste/eeiste siete 5 

The Four-measure Phrase siccs ass oe van ose bone cee ees 7 

@uspter Il. ........ Tue Mason ScCALE-LINE, EXCEPTIONAL........escccsecces lu 
OvapT ER Wil, <0. <5. Man CHORDABINE (says oe elite oeiate ook oi ecaes eimai 12 
Hecond Primary Rulez aswacer ote oe cosets 12 

Fundamental Harmonic Principles ................. 13 
MulesformSingleySkpsseceuswectsesreiiesue easter ree hes 15 

QHAPTUR WV: .../0 2 200% THE CHORD AINE CONTINUED. foe aces. o 26 bciee clise nee eee 19 
Summaryofehulesi(par1oo)emene «scsi seule cee 24 

Miscellaneous Illustrations (Ex. 36) .................. 25 

CHAPTER Vi....20-5 VEEN -caet kom Sr enelate ie ote ee SISTER Bees Seis ieee 28 
GHApTER IV LS... o05<8 5 Dryprsrry of RHYTHM, RMGULAR: % ja...... 08040000008 31 
Cuaptrer VIL....... DAE} PRRIOD=-HORM Sacre bee Seite UREA ee eee aa reeeete eae 34 
Cuaprer VIII....... TRRAGUIGAR. TULL OHM bye cini- coe strats Se ee ewe Sie ers) 0 ereoke amie ohelete 36 
Cuaprern IX......... EXCEPTIONAL SHMICADENOES <5 ids soe scdis.cc ccc teens eons 40 
CHaprur X.......... SYNTAX CORUM MLOD Ysera ses hie ects c esis oot 6a Oo cokes 41 
Repetition and Sequence, Exact................-... 41 

CHAPTER AU ste ore! eloi- Syntax or Matopy, CONTINUED: .....6.0ccccsc0cncenese 44 
Repetition and Sequence, Modified.................. 44 

@xHaprer XII........ Sywrax on! Manopy, CONTINUED sc sissies daxcrerci eo cic sree econ 49 
Application to the Period=form,,. ..05.2...0..sc00csses 49 

CuartTer XIII....... AUTHORED SSCAGM-STMPS, LATOR: i wicyareisteterercivie s/s 2\e ain tiote, oie 51 
CHAPTER XIV. ...... AMTHR MDa SOsGE-SDEPS, MeN DEN Olt aieeteisy ots s.sieicic.vie.als eis edt le 55 
Ouaprern XV. ......% MODULATION, OR OHANGHSU OM KMYiie's co's ccbic 6 bc,0 «breccias 58 
CHaprern- XVI. ...... MODUBATION+ | CONTINUED sn cins-tseie cfs be ccsle is! ooo areatarcnccceee 62 


Pranslente MOdulahlon Siac. a saeierstes ase lere ictans «SIG 56 woe v's 62 


126 TABLE OF CONTENTS. 


PAGE 
Cuapter XVII. ..... MoDULATION,» CONTINUED Jeeiieiiereonic siete nioieioceeieniee 63 
Applicationsto Perlod-formn re secemerit cise a gjostenles 
Cuarrer XVIII...... MopuLATIon, “CHROMATIC: jcc niece onic eee eee ete aseee 65 
Cuaprrer XIX. ...... MODULATION, CONTINUED). sosciaciieeieeiciieeiee cieieio cents 66 
Overlapping {Seale-linesi se acini teisireeie ites eieeteieine 66 
CHaprer XX........ Mopu.aTIon IN SEQUENCES, AND AT CADENCES........... 68 
Cuaprer XXI....... CHROMATIO-MELODY..s....05 wos. oars este Se oe FeSe os oces cecil s 70 
Cuaprer XXII. ..... THE; DOvsLE-PERIOD FORM ..c00 0-7 ener eee eae 72 
DIVISION TWO. 
UNESSENTIAL, OR_EMBELLISHING, TONES. 

CuapTer XXIII...... Derinit10n oF DisTINCTION BETWEEN EssEnTIAL AND Un- 
RSSENTIAL | TONES. .)..ccnysca taco eee et ee eae 15 
The Suspension... sracieosniesc cee see oe eee Ree 76 
Cuapter XXIV...... THE ANTICIPATION sae cuvesaetaake aera ee ee eee 79 
CHapreR XXV.......THE PAssING-NOTE (SINGLE) ..............cceceeeeeccecs 81 
Cnapter XXVI...... Tue. PAassInG-NorTE (SUCCESSIVE),...........+c0cse0cceeee 83 
Chroma ticubassin g-notoln saaceease aeeeen ee eae 84 
Repeated Passing noteloy.t-ceim acim cerca 86 
Cuapter XXVII..... NEIGHBORING-NOTESise a nets rae sia ene ee eee 87 
Cuaprer XXVIII. ...NEIGHBORING-NOTES, CONTINUED............-.c000ce0-. 92 
Cuapter XXIX...... NEIGHBORING-NOTE AS APPOGGIATURA........0..00000.... 96 
CuartEer XXX....... DOUBIR-APROGGIATUR Acer cee amecack ae ee 100 
Cuaprer XXXL.....APPoGGraTURA, CONTINUED. .........0c.0..ccccccececs.. 105 
Unresolved Neighboring-note....................0c. 106 
CuapTER XXXII..... Evotution or Mrvopic GerMs...................-..... 109 
Cuapter XXXIII....Menopro Evonution, ConTINUED....................... 115 
Disguisedshecurrences..) eee ete ee 115 
CHAPTER SX XXL... MELODIC WXPRESSION( Lees eee rene eee eee 121 


Vocal Settingonunweecmaccee acai eee eee 122 











x 
Date Due - . 











MARYGROVE COLLEGE LIBRARY 


1781.3 Goetschius, Perc eo 
PS Pvrannaiiese im Mat ade 
| 791.3 


Gre 





